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GUI DE FO R MEMB E RS AN D AUTHORS 

SCO PE . The II I n ternat i onal  Vi ol i n  an d Gu� t a r  Maker's Journa l ': i s  dedi cated to the 
advan cement of the pra cti ce and knowl e dge of s t )�i ng  i ns trument maki ng , pl ayi ng 
an d other re l ated arts and s ci en ces . I ts pages are open to al l �Jho wi s h  to repo rt 
on : s tudi es deal i n g wi th i ns trumen t  mak i ng , fi n i s h i ng and repai r ,  the des i gn of 
apparatus and  tool s useful to the maker , re pai rman and  mus i ci an ;  and papers 
con cerned wi th the h i s tory and phi l os ophy of cra ftsmans h i p .  

GEN E RAL . Papers i n ten ded for p ubl i ca ti on and books and records fo r revi ew s h ou l d 
be s ubmi tted to the Edi tor ,  Bi l l  Re i d ,  560 S .  3rd ST REET LOUISVILLE KY 40202 
Papers not acce pted fo r pub l i cati on wi l l  be returned to the auth or . E ach a uthor 
recei ves a one rr:onth exten s i o:1 of memJ9 :"s h i p  for each i s s ue i n  wh i ch h i s  or her 
work appears . Al l materi a l  i n  the J our'nal i s  copyri ght and may on ly be publ i shed 

. e l sewhere wi th wri tten pe rmi s s i on of the a uthor o r  the edi to r .  The J ournal  ne i ther 
ass umes res pons i b i l i ty for materi a l  i n  trans i t  nor guarantees pu b l i cati on of 
unsol i ci ted mate ri a l . Whenever pos s i b l e ,  man us cri pts s h oul d be typed and drawi ngs 
and ph otographs pr'epared on s e par3te s heets , b ut form is not a requi rement for 
recogn i ti on and  publ i cati on . S pel l i ng and p un ctuati on on te ch n i cal arti cl es wi l l  
be a ccordi ng to the ru l es of Web s ter , the appl i cab l e  tech n i cal di cti onari es and the 
di s creti on of the Edi tor . 

ADVE RT I S I N G . Al l adve rti s i ng i n  the J ournal i s  run i n  a separate se cti on s tarti ng 
wi th I IStri ng Swappe rs ll i n  each i s s ue . .  Th e rates are as fo l l ows : 

Ful l Page 
Hal f Page 
Quarte r Page 
Ei ghth P age 

$ 1 00 . 00 per year 
$ 50 . 00 per year 
$ 2 5 . 00 per year 
$ 1 2 . 50 per year 

Al l adverti s i ng i s  b ased on camera re ady copy and extra ch arges wi l l  be  made for 
extensi ve types etti ng and corre ct i ons . Free adve rti s i n g i s  avai l abl e to non- profi t 
o rg an i z ati ons wi s h i ng to announ ce con certs , contes ts and ch a ri tab l e  sal es th at 
wou l d  be of genera l  i n teres t or benefi t to o u r  members h i p .  Conventi ons hel d by 
any S tri n ged I n s trumen t As soci ati on wi l l  be adverti sed i n  s peci al i s s ues and  
membe rs h 'j p or attendan ce forms en cl os ed at  no ch a rge to  th e cooperati n g  ass oci ati  on 
i n  ex ch ange for a copy of the organ i zati on ' s  membe rs h i p  l i s t  fo r the purpose of 
s ol i ci ti n g non - s ubs cri bers to joi n  the I n tern ati onal As soci ati on . 

POR FURTHER I N FORMAT ION WRi TE
'
THE EDITOR 

�EMBE RSH I P  AND S UBSCRI PT I ONS . Members h i p i n  th e I n tern ati onal Vi ol i n  and Gui tar 
Makers As s o ci ati on i s  open to a l l and i n cl udes re ce i vi n g the month ly Jo urna l . Worl d 
wi de membersh i p  d ues are as fo l l ows :  

One Year - 1 2  i ss ues 
BY AIRMAIL 

Fi ve Years - 60 i s s ues 
BY AIRMAIL 

L i fe Membe rs h i p - - - - - - -

$ 4 . 00 
$ 10 . 00 
$ 1 5 . 00 
$ 33. 00 
$ 1 00 . 00 

Members h i p s tarts the month your che ck i s  re ce i ved . Back i s s ues a re avai l abl e at 
50¢ each , pos tpai d from the Edi to r .  The news tan d pri ce i s  50¢ pe r copy . 

ALL MAT E RIAL MUST BE I N  BY THE T ENTH OF THE MONTH PRECEEDING MONTH OF ISSUE . 





,1U addit ional p rofit for the ·seller . 
As k  for the dis count or shop for i t , 
�fuen charging s ales pri ce� on o ld 
�Jiolins and � o\·}s ) ever� d dif:j co�nt 
given to a buyer may have no me�niQg 
s ince many vio lin merch ants have t�Q 
" f loors " of dis counts , the uppel" 
" f loor" going to the b uyet: an� th� 
2.0\<ler '!floor"  to the IH1.5he r ,  Only 
:; ales method numb �r 2 ;;:!y(,s a 
: : elat ive aSf� l.irClncr� of � r ,l. lue received , 

J '. , ne thod I!�� , -:-. Le t ': I ie Sell�l!" 
heware . 

D" 'This me thod is only us ed by s om� 
pro fessional vl.oHn mak0rs d!!ali�g 
in violins and b o.ws . Only 'a small 
numb e� , of all yip:I.ins sold today ' are 
B old by thi.� me thod. The main .feat­
ure of method number 2. is an assqr­
anc� to the b uye r , through a w�it �en 
g uarantee , wbat cash value and/qr 
t rade,..in vafue the ins trument hafJ te 
the se ller . 

1 • The methoa 

Th e se ller is mos t ly a violin m�f 
B '1 d  dealer wb o ,  for so::.::d pe rsoQal, 
and / or profes s iona l reasons will n�t 
c<mform to the s t andards of sellillS 
v ,Lo lins and Aervic ;,�3 uS0d in method 
N :.rrnb er 1 .  

� , Advert isil}K for these mal:ter� ,a�c1 . 
d2 alers is limi ted to the violin 
t �a ch e rs who are not employed by 
v"n�ious selle .: s  qf lus t:i: illJlents 1!1po 
g ive them ki ckback.;; , S ince ;:he 
s '>. ller in this cas e uses no push�reJ 
�" method numl> e r. I ,  sat.:is fied 
a�at eur and professional vio lin 
p J.ayers b'y "word of mouth" g:iv� tp� 
fines t �dvertisements . 

3 .  The buy�r in this case is a 
qHality and pt:'ice cons cious t�Ach�, . 
s tudent , amateur and pro fes s ipnal 
ml 's i cian ,, �ho -rus ts the j udgment of 
a profess ional violin rr:alcer and 
d�?aler as to the quali ty of his 
pl oducts and services . Buyers who 
are inter�s t ed in :knowi.ng what 
df.:fini te v,alue their purchased �iplhi 
Qt' bow has to the s e ller . 44 

" "  
.,' :r : . �: : . ;  . ... 

4 .  The Warranty 

These wri tten ��rrantees y�ry in 
�he;l.r cont;entfl . .1\ �a:qlple werrCJntY' 
may lis t the following details : 

a ,  A f;i..ve-ye.::tr qurat ion of the 
�arrat.1ty . 

b .  The name or des crtp ti�n of th� 
ins trument or bow warranted and J:h� 
regis trati9n number of the seller , 
visible on the ins tr�nt 9r bow .  

c .  The · price pa�d for the j,ns t1TWilent 
9l" ball' . 

d .  l1lE.� clas siii �at ion -of the ' il1s t fq� 
ment or bow , des oribed uuder number 2 
ab ove ; for ex;unple , trade-name p 
mas ter-shop , ��s ter . 

e .  Trade-in va;I.ue . ·  Thja mijtimum 
amount the se1ler. wOt,lld a,llow th� 
buyet· ,  if the 1ns trumeQt o� bow �Ii 
given in trad(! . agains t a higher 

pJ;'iced one . F(Jr example : 

Trad�-name ins truments and bows : �6 2/3% of the original price paid . 

�s tel'-shop ins truments and 1;lows : 
15% 6f the original priye paid . 

na� ter ins trume�ts and PQws : 
100% of rhe original pri�e paid � 

f T Cash value � the �in1mum amc�t 
the seller would pay t:he b�et' if th� ' 
ins trument or b ow ,  for any reason , is 
re �urned to the s e llel' . Mas ter 
ins t ruments and bOlols shQ�ld b ring 
15% p f  the a�ount o riginally pa�d �y 
the b uyer . 

The warran ty :jllay �ls l) s tate �hat no 
tqird party ��qeives any re�unerat!cp 
OJ' commis s ion or f;lndel" ' s  fee ft:'� 
tJt� sa.le . Avai labili ty . on a prjafell'- ' 
��tial bas is , of repair service , et� , 

A writ.ten \V'a�rat'\t;y is not to pe con= 
f�ed with a certificate of auth¢n� 
ticitr · 



to the b uye r : 

e s  may s e l l  Na t i on-
al b rand-name t y p e  ins t rumen ts . h ows , 

and a cces s o r i es the 
ces t o  all , giving 

h i m ,  no t a th i rd p a r ty , the f i t  
o f  "profes s i onal d i s co un t . I f  

o l d  o r  n e w  mas t e r  ins t ru-
and b ows s h o ul d  b e  t 

me thod , be caus e l eg a l  
o f  the s e l le r  es t ab l ishes 

or the 
amount i n  and/ o r  t rad�-

returned by the r .  

Mos �  p ro f e s s ional violin 
t h rou�h o ut ,·JOrld 

ski l ls i n  
o r  s choo ling var i e s  

every coun t ry , region a n d  
� ome extent .  ·In gener a l , t h e  

o f  b as i c  
a t  t a:i. nab Ie : 

Bach e lo r ' s  

To f o r  t h e  

in V i o l i n  

j ou rneyman t he g ui l d , 
o r  s t udent has to 

t p re e  to four years o f  
ins by a quali 
violin makin g , repa i r ing � 
h i s tory o f  vio lin making , as 

knowledge . 
of tQe gui l d  w i l l  t es t t h e  
by s s e t  b y  the 

p assing , he i s  awarded the 
degre e . The h o lde r of the 
ent i t le d  to 
a violin mak er and is 
memb e r  o f  the b u i l d . 

and 

The 

i on a l  

o f  

i n  

41 

Mas t e r ' s  in Violin Mak i ng 

To q u a l i fy t o  the examina t i on o f  
t e r  by t h e  • t h e  j ourneyman 

has t o  h ave a t  leas t f i ve y e a rs o f  
uni n t errup t e d  emp loyme n t  a s  a v i o l i n  
make r , mos t ly and s 
i n  shops o f  var ious mas te rs . S ub ­
j e c t s  tes ted a r e  t h e  s ame as t o  

f o r  j ourneyman , e xcept 
s tandards s e t  the ld 

and a rc mu ch 
Upon p as s ing , awarded the 
mas t e r ' s  P r iv i leges : The 
h o l der of the i s  now ent i t le d  
�o  c a l l  h ims e l f  Mas t e r  Violin 
As a Mas t e r  o f  t h e  J d  he i s  q ua l -

to t each the craf t and " , 

i c e s . 
pos i t i on wi may 

• w i t h  o t h e r  • t o  tes t 
and give desrees , according to the 
s Fanda r ds s e t  by t he violin m ,kers 
puUd . 

N a t i onal Ass o ci a t i ons o f  Violin 
Bm., Maker s  wi thin 

Mos t  European h ave nat i onal 
ions o f  violin make rs . To 

q ua l t f y  a s  a memb e r , the applicant 
h as to be a Mas t e r  in good s tand ing 

his local , o r  b e ca lSf! o f  
s ome s pe c i f i c  a ch i evemen t o f  the 

, memb e r s h i p  i s  b y  
ion . 

o f  these as s oc i a t i ons arf! 
to h o ld o f  the mem-

to inform the Mas t e l�S o f  
w i t h  th� 

on a 

mos t memb e rs o f  t h e  ion 
Mas ter violin make r s . 

o l d  and new vi o lins and 
t h e i r  cert i f i ca t i on 

o f  o l d  violins are 
authen -­

are 



the mos t  ;3 .  
lL 3.t i  on , :' : 
(,OU1� t _'.T) .J'" 
as sp e c:Lal < 
t ainillg '.: c· 

ENTENTE it·, " 
LUTHIERS E ' 

• ... . :l VlO .J..lr;, ana 

'ri t 'J  t i.ve or��'s on £1 
,, . ;<3 t ill ·'n·,i. '� S <:L c :  

d e . ,ert� , r �s t i fying 
' .; on .�E!ga_. Ci:i.3es per­

j iw:' aI-Hi bows . 

AT :" :-I:\L DES r:A!TR-:':S 

,C! l "' ,- r, '-'RS D I AEI 

on;· 'w ci :�ty , ' · f mas ter 

, m. ;· . rs f unc t i.ons 
b as i c  11/ L i l t .  s an' " ,,'is l'£i:l.tiOILal as so­
c iation e xu.! t Jl� an int r .lation.al 

l eve l . Mos t menib l �  _ :3 of this as s o c,ia­
t ion are , bes ides mus ter violin • 
makers t als o ,  to a large extent the 
ID,)S t 'authorj t .. ti VI:'! emb ers .of nation­
a l  as s o c iaL:.L,uS . he t tl ct ions <in:; 
s imilar to those o f  the nat ional 
as s o c ia t i on exc.e p t  membersh fp i,s 
more sele c t ive . Certificat�s of 
. uthenti ci t y  by menbers o f  this 
ass o ciatioll are international ly the 
mos t author i t tit ive . 

Lf ter reading the p reviolls chap ters , 

a b uyer may want to give up buy ing 

a vi olin at a l l .  B as ::, ca:L l y' , h oweve r ,  

the ' less one know's c::.bou t any i tem he 

wants to buy , the g reater should be 
the auth ori tati ve knov-71edge and 
c ompe tence of the SELLER . All the 

mo :ce s o  when a purchase may be a 
cons iderable educational and/or 

financial inves tment . 

' There fore , !':is a yule , the fC)llowing 
direct sour ces are lis t ed f rom the 
mos t preferab le to the leas!: pre fer­
.�,b Ie , cons idering all as pects ,.;hich 
are reported in the previous 
chapt e rs . 

4 8  

'';: ', '�ss ,;,onal and B us ines s  
, , . SE ,'_LERS 

, , ' �ndi7idual , p rofess ional vi o lin 
Ii ,:', ' . .::\1<1 dealer is th e mos t reli,-
c _ .. , d .. : r e c. t  s ource to purchase a 
, ,)< � 1'1 or bow and repai, r s e rvi ce . 

e - �Tt at es _ as s e ts �re his pro-
," " :'OE " :, )::true and s t anding within 

j ;:" ':'�:; :< ') l'l  a d his comprehensive 
y: , : .. . .  , ,.,lIi t . . ' ,11.'': ca l knowledge 
:;' ,' " '  ,, : ... ol.:i..ns . Jei g a craftsman 
,.,. .. . ; L,; � irs \: J;i t!S the buyer the 
g .,'eates t .as s urance o f  s ound pro­
fessional advi ce , comp e tence and 
servi ce . 

'ci..rci t Choice : CIas ::; "MAli Es tab­
�Ushment • 

A pro f e s s i onal violin maker and 
de-aL<::r who is a memb er of the Inter-­
fill ' ional S o ciety of Mas ter Vio lin 
End How Make:cs . 

S e cond Ch oi ce : Clas s ";\A; '  Es t ab ­
l i shment 

P. p '  .. ofessio::m a  vi l i n  naker and 
d -' aler Hho is a memb er of a Nat ional 

/'...:;scc:l.at ion o f  Mas ter Violin and 
15 0\'; t:akers . 

Third Choice : Class f lAil  Es tablish-
n.C it . 

A profess ional violin illaker anJ 
riealer who is a memb er o f  a P ro­
fes s ional Gl l ld of Vi olin an'd Bow 

Hakers . '  having a mas ter ' s  or bach­
�lor 1 s  degree in violin making . 

B .  Bus iness Ori ented SELLERS 

These SELLERS , from the b us ines s 
s p e cia l i z i ng in s t ringed ins truments 
t o  the mus ic hous e or the mus i c  
s tore , are e xclus ively orien t ed t o  

s e lling merchandis e . No t  b eing 
p rofe s s i onal violin makers them­
s e lves . these SELLERS have no pro­
fess ional s t anding . To maint ain a 
repair

.
s�9P for s ervi ce , they hav� 

to employ ' vi o lin makers . In c b t ain­
ing a violin make r for the i r  shop , 



th� SEL�ERS ' r�pu�at ipn an4 8al�s 
po tent ial �i�e fn prppprtion to th� 
real or ��ve rti�ed co�����nc� of th� 
violin mak�� employ�d , �tpc� �n­
e thical rep:3!r an4 �al�� prac ttce� , 
as a rule t ar� "'�' t pJ."evalen� ,.,Hh ! 
these �f;LL�RS . e��loY4!d violin 
makers are barre� �rq� mem,b�,sh ip 
in NatiQnal �nd In���atlona l Assq� 
ciations of �8 ter V�oliq and Bo� 
Makers . 

Fourth Choice ; . Plass "B8B'· Es t ab­
l ishmellt . 

A bus ine�sman . employi�g a m�mber pf 
a p rofer;;slonal Gul 14 of V:lolin and 
Bow Makers , h�ving � � te r ' s  degr�� 
in vio�tn �king p, of equivalent 
compe�en�e . 

' 

Fi fth Choice : Clas� ''BB" Es t ab l ish­
ment . 

A busine�sman . employi�g a member of 
a profess ional Gui14 ' pf Vio l i "  an4 
B m., Hake1;'s . having a bache lor ' s  
degree in ylol�n m�k.1n� or  o f  equi­
valent co��t�nce . 

S ixth Cho1-ce ; Class liB" Es t�b lish­
ment 

., 
I 

A b us�n�S8�� , employ�ng an llmateur 
,tolin �ker . . 

C . Priva�� Indiv����l St;�Lf;aS . 
These SELLE� inc�ude yloUn teach e rs 
and viol in p laye�� . ���iciaq� and 

�n1 ot�er Pfi,atf r�r�� WantiP8 to 
sell a violt� of hqw , U�J�ss the 
PUYER �nows a� mu�t, or �ore a�Ol-lt 
violins and bowl' �ha" U�f S�ItER , . 
these sp�r,�es ahoMl� !'rr�ly �6! coq­
s ldered for, the fo. pov\ng f'easons : 

l �  NO as� urilnce o f  �he re l�tt.ve 
val�r the violin or bow ��8 : 

� .  No ass u�ance of �Q�pe��nt repai r 
servi ce fQr the violin or bow ; 

3 .  Re<:ld Chap ters : Selling �fc t�ods ; 
Certifi cates ; �pp.ral,� l8 , 

These aJ!e nHlpl!W;l����tl9ns from wqere 
tp b uy a partt,.c���� fYP� Qf g1ia4� o f 
v�olin or how ,  Al�Q the appropriate 
sefvice� �nd qoc�n�s fpJ1 ��s vfllue . 

)lpx S�'lre ; � ,. 1s t CilQlc� . � '" 2nd 

�9!Ce . 3 � 3rd ���Ge . � ' Q not . .  
r��p�np�d , ' 



S erv; ces Class of Es tab lishmen t or type o f  S ELlER�** I n s t rumen ts .... �:::ws 

TYPE * *  r:T�� 1 ·  A ! BB� · i BB T�-IPRIV�TJ 
HIGHEST 

- -�ERT�;�CA�E; - _ .  ·�- 1 · 2 -1 -3- - !� - r � --: 
x 

r -� I 
PRI CED - - - .-- - j- r - - . ,. \i 1 

����!S -::�;:�;E:;:�� . 
.� . �- - i . : : i c : :  . - - : - - � 

AND - - ----.-- .. ' -. _.-- - i '  L. __ _ _  -!I: -;- -' . '- '  --- -- �l' -- . - - --1 
BOWS APPRAISALS 1 . 2 3 X !  x x x 

• • •• •• � . ' �' - - • • -- .-•• --- - •• •. •• �- . , • • •• _. __ •• •• - • • ••• -.- . - - - .�. • - :-
,

" -0 " -" - ' r ' - " '- � .... . �--.. -. .... .... -
TO BUY 1 2 1 3 . x . : x • .x, ; x , 

-- -. --- �-�-, ......... --- " _ _ _ _  ... l._� . _._ .. _ ... _.: .. _ .... ____ . _.�-.. __ .... �.__,_.�. ""_ . "  ......... . i., . .. _- , .. _ .. " .� ._� 
MEDIUM 
PRICED 
OLD 

. MAS TER 
• VI OLINS 

AND 
B OWS 

LOW 
PRICED 
NEW & OLD 
MASTER 
VIOLINS 
AND 
BOWS 

CERTIFI CATES 1 1 2 x x \ x !  x 

E;H����� ����;;;_. �_--� -�� _ _ _ 

l
_J _ :.:.� _ "-_ ,_-"_ : � _ _  t�-x_ �  

COMPETENT �PAIRS . 1 i 1 ; 2 : x : x .i x I x I .. . ..  , -.. --.- -. . . -- - - ---.-- -- · _--t-. . ·- · -.. · · .. t-·_·-_·-t - '-' - -� .. ---. .  --; . . - - -·-- ;--------1 
APPRAI SALS 1 ( 1 .' 2 ; x . x : � i x . 

---' - --" - - ' - - '-' - "" - !- . . ---r-.---- -..: . .. . -- -L - - . -. .• -- - .-. -; - · - - - -1- -- -' ) 
TO BUY 1 I 1 2 x x '  x ' x : 

I t . ! ! \ 

CERTI FICATE S 1 1 r 1 .t-�:-+� -·�- . . :· - ' -� ·-l-w-- '�- . . ! 
i _ . _, __ __ .� .. -_ _ _  . _ _ _  -1 ___ __ __ ! I 

ETHI CAL REPAIRS I 1 . 1 x x , I  x I x :  

COMP;��T �P�� " -
--;-� ' -l--

l
- �; . 

-
--: -r-- x· - l - -�-· .. ! 

APP�ISAi.S j ,  
-

-;- -
-1 -i"-�- -�-- -� -;-' i-x-- ' I '---;---! 

_ . .  _. -' -- -:;;:.... .. -- . .  ----1-. -.-: ... -f--- i - -._- ._- - . --. -. _ . \. . -- . .  l . ... . . . � . .. , 

TO BUY - 1 1 1 I 2 x :  x I x I 
---- -

! ·:t--·"'-"'r 
:�T����P _C_OMP_ E�E_NT _ _ 

RE_P_A_I_R_St__l-.. _t_--l +�-�-- 2 ; - '-� � ' l --. �--.- i �:::N:L
D 

:P:SALS : : i-: i 
.
: 1 - : tq. _;= ' 

TRADE NAME COMP�TENT 
_
REPA��_ 1 .� _ _ ,.. __ ._.=-.L ___ _ 

l 
_

l
_L .. _ _  �J_�� _ 
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John 1\. �hal 
Violin �aker Bnd Ecpaircr I 

;16 �Jinc ,Street South qonnrllsoUlc, ):la. 
phone: 628"5388 1.$ v � .r 

�ill Heid 
Louisville, i\.y. 

Dear friend Hill, 

S,sptember 20 t 1971 

Due to the stage of my early retirement, I will be unable to 

mak� it to the Annual Competition�)this ;year, but since I Will be 

retired a fter this year, I should be in good shape from there on. 

Bill, one of the main reasons I am v.Ti ting you dineCtly is 

because I am in the c.>:r,)cess of ma-kine; a guitar, one each, for � 
son and daughter. I could not find the address of any of our members 

that make guitars to get the item described below. SillC� I have 

all the neces;3ary material to make the se two instruments, � do nee d 
to get tIle nroI)er steel re-enforcement for the necks .• I cannot 

po ::nibly Plalce a ;.;,lll tB.r neck hold it f S intended straight posi ticr:l 

for lon� v!ithout puttin·'; in this steel rod. 'llhe OI;les I sav! in a 

1.:c9.rtin guitar are shaped like a 11, or, po ssible v;relded in thi�; 

manner. I wisl1 you would send rae thE' adclress of one of our members 

that you think can heJ.r r.:le out in tbis matter, or, write him direct 
tel1in,� him about my kind request. "llatever "liray is most convenient 

for you would certainly suit me. 

:·.nowing ;you will have a lib <.:U'I'e 1 " of fun at the \;o!lvention, 

I only re(jret I cannot t:;ake it tllis year:. 

A member, 
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Octagonal, Round or Oval Stick? 
by G. Sanborn 

In Violin and Gui-tar Makers Journal 
October issue 1970 I have found a 
few lines'oy Mr. Steven Hawkins 
about TIij article � "Acoustics of the 
Bow 0 if I was hapi)y to note that 
some.one had read the article and 
found same worthy of some praise. 
In conformity to Mr. Hawkins I am 
also of the opinion that far too 
little has been written about bows, 
the implement scmetimes called iJihe 
hmg of the violinist." The reason 
can hardly be more than one: there 
is apparently so very little to 
.. Trite about. But I consider a still 
greater shame that so very few 
violL:� makers are making bows. 

110st people have a delicate music 
ear and love the pure, intensive 
and beautiful vfolin tone. But our 
ears can be accustomed to accept a 
lesser degree of beauty if there is 
nothing handy to compare with. A 
bow correctly made produces a better 
tone in the instrument. This is a 
comprehension that skilled musicians -
have arrived at and which justifies 
the usual chase after fine bows and 
the ',7ery high prices paid for same. 

My g',::eatest interest since many 
years are the acoustical problems 
involved in instruments and bows. 
The bow-instrument music is not 
helped along by beautiful instru­
ments only. '!'hey also have to be 
well-sounding! The bow also has an 
ac")ustical function; otherwise all 
bows with the same hairing should 
produce the same quality of tone. 

But It is definitely not so! The 
stick has a decided influence on 
the tone produced, pn account of 
the fact that it participates in 
the vibrations and in that way con­
stitutes a smaller oscillating cir­
cuit which affects a bigger one. 
If the stick is purely tuned in 
harmony with the tone of the body 
of the instrument, resonance will 
be the consequence, which is the 
best thing possible in this con­
nection. 
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The first qualification is conse­
quently to get the resonance of the 
stick to coincide with that one of 
the violin, which is not as diffi­
cult as it may sound. If a bow is 
made to the pattern of the old bows 
with a total weight of 56-57 grams, 
the normal pitch will be around C, 
or somewhat lower. If the hair is 
tightened a bit more this pitch will 
raise a little. The mass of the 
hair also contributes to the pitch. 
If you alternately tap the stick 
and the top of the bridge you can 
hear if these two tones coincide . 
(The air-tone must be correctly 
adjusted.) The natural frequency 
of stick and instrument must of 
course be very close to each othE;r. 

The next qualification is that the 
stick is purely tuned in the full 
length from the position of the 
frog to the'point. If the ear has 
to determine the tuning of the 
stick, it will be tapering in 
accordance with the clasSical bows. 
�ere lies consequently part of the 
secret of the bow but not every­
thing. To sort things out, I must 
go a long way round. 

In the method of "Harmonic tuning" 
is also great care taken of the 
tuning of the soundpost. All 
details of the fiddle have their 
importance. This simple little 
part, probably the most misused 
little piece of wood of all times, 
adheres to acoustical laws as every­
thing else. To restrict myself to 
the tuning of same -- it's mass can 
be adjusted to be in resonance with 
the body of the instrument. This 
is done when the length has been 
determined. The end of the post is 
placed against one of the lower 
flanks of the violin, for instance 
the right one, not too close to the 
bridge where the air-tone may mis� 
lead us if same is not properly 
adjusted. By making the post thin­
ner the frequency will be lowered, 
which can be observed by tapping 
the upper end with a fingernail. 



Alternately, lightly bumping the 
post agains t the belly ,. It is also 
important that the pos t is of the 
same shape at bo;�h ends. Always 
test the '.:one t'l:U:.h effective m'.:f­
fling, the pos!: kept by the fing�r 
and res ting aga:lns t the palm o:C �e 
hand. This is import;:mt. Hhe;� in 
,')osi t.i.on, the ')ox:; t is milf fled by 
c:he tlvO places. 

!:.f the post :�s nO\.-I put in position, :he :-Jpot :dgh� O"Jdr the post '.Jill 
')e in a bi� t 'Ci.�j: :'':'(�;3011anCe to the 
.. ) lat(�B than bef(l":t:! i.:he tunin3 of 
�:he post. The ',:Olle and the 
. )izzicato will a.Lso b .. � b��tter in 
:·.he G·-st:;:ing in l violin har:non::'­
�ally tuned. 3ut if )I'�u observe 
�h(! tIming of ':h.! pla'.:es the�e is a 
:a�.H(� in 1:h(� pi t�h below the !.l:' . .1CEf 

of the pOlH: as {mIl as above fJrl �� 
,)tlier si,le oi thr� foot of the 
1,�'j.dge. 'i'hiB, gtme.ca.lly calle,:, tbe 
:;oundpost p'�·:c:;h·-:-:-..1:!.!W > dOt'!s no" 
.. �mallate L-Oi:1 tilt! t(;lm�:i.on invol'.-ed. 
but f:t'om sonHth:�n3 H:'.!le as detl.<1led 
below, Al'lyhm'l, :;l1ch Ii -raise ::.n ' 

pLtdl :.:ight dnfl(�:' l:hn r:Lght: hmid 
bridge-foot \-1i11 eause a sever0 
distortion �;1ith a badly souncling 
1,;-5 trillg as a :;:esult. 

';�he cau .. qe of. ::h:';.$ :t� rather simple, 
.\ pieee of 'mod, in this case p:Ln�, 
rioes not peri'li t i:he transversal " 
·,ibratiollH as caBY at right angles 
:0 the amlUa�!. rings as in their 

::.ongitud:lnal u:i.rcetion. If the 
pos1: is e:;mctly round.> �yhe tm."De4, 
and �TOU keep it to the ear, tappi", 
one edge while tur.ning the post 
Blowly round, you can hear that: tb" 
pitch is rining and falling. The 
tone at right angles to the am uala 
is the highest one and in the ether 
direction the lowest one. If you 
Nant an acous tica.lly ):ound pos t, i� 
rous t be mechanically oval. The 
oval-shape shall be very small b�t 
it must be there. You must, of 
course, take proper notice hereto 
,men adj us ting the pos t to the 
plates. 

i:[ prope-.:-ly' done. with a gooq 
"-:.oli 1i, a proper bridge and a 
'·�;Trect soundpost,the tone of th4! 
�°"tole ins trument Wi:q. improve�but. 
f,e· greatest improvement will be . 
(h>ticed on the G-string, with its 
( �. :::ficul t piz:z;icatos, This is ver:y 
(;,\'Jious in an harmonically tuned 
,�i. olin . 

FART II 

·l:�:'::.S long-winded talk abqut the 
s nundpos t \�aa unfortunat�ly necess­
Eo('Y to show the similaTity to the 
1;,/" sUck. This is also round • 
E <'Lctimes llearly round � octago�al. . 
1' - octagonal stick 1� a bea.�ty b"t 
I: ;·1 ton� praducer me� infer;1or 
t . ; ' , the round one. But the J:lo.md 
c ;� is not quite ideal eithelJ. If 
l- "tiCK is p er fectly mad�� perhaps 
t n:ned, you rNi11 find that, if s�e 
f turned round, muffled �ythe 
t ·.nd aqd easily tapped with your 
f·li1, the pitch will ris� and fall 
j'1 di�ferent p06ttions of the �ttck, 
]- 1.s highest at the sldes� if tfle 
lJinc: and frog �r� helq downwards , 
ti::.re we have e�ct1y the s,� frp�� 
l;�!lll as with the sou�dpQs�. To be 
,:ousticaily rouncJ" the st:1clt muSt 
b'� mechanically oyal;l.n 'order to 
p':oduce the qest possib:J.e reson':'" 
a':',t:e and purity of tpne . The 
O·;·:'L:.ty must be determined by list-
e .. ' .:�'l.g as vrith tqe soundpost. A 
p. � -:is:Lon jot., to be careful ly ' 

c " .r ied .ouL If youhave mad� .a 
J> -scI'aper with a 5,mm groove .and 
a. �uitable blade at right angle to 
tr,� groove, it will �e quite easy. 
��. en a gr'inding bl-Qckwith carbor­
�"-ium paper glued 'into its groove ��,:a do. 

. 

'tijoJ.rte, who certainly kn�w every­
tb:�ng about bows, firs tly made 
IIKstly round sticks but later on 
he turned over to making ;'Qctagon�l 
sticks usually, most prob��lydue 
�c the orders frQIIl his c�tODlers. 



Is it then possible that. the oct-­
agOnal ones can be much inferior? 
Tha� such sticks ckn be good too, 
�sbeyond doubt. But the secret is 
probably that the octagonal stick _ 

cannot be strictly octagonal in th� � 
strict geometrical sense, but oval- _ 

octagonal, or slightly thinner at 
the sides. so done the octagonal 
stick should be approaching the 
acoustical ideal with better reson­
ance than - th� llechanically oct­
agonal bow. 

I have three bows with those 
qu,:i1i ficat ions : one H. R. 
Pfretzschner; one August Rau and 
one O. Glasel a Paris (cello). 
All are very good bows and the 
Glasel bow has tortoise-shell frog 
with gold mountings, a very fine 
job with an extremely well made 
sti�k. 

, - ,  

It is believed that Tourte split 
his bow wood. This can be so as we 
know that, for instance, August Ray 
whose original bows are among the 
best known to us� was very careful 
in selecting, his wood. He only 
used the best possible wood, whion 
he split into suitable blanks. He 
was really a connoisseur of the 
French school (with Tourte). The 
sawing technique was not so ad­
vanced as in our days. Trials in 
splitting pernambucco show that 
this technique is very hard when 
the wood is not straight-grained. 
lbat a splitted stick is superior 
to a sawn one can net be denied. 
When a bow-blank is ,sawn out, you 
can very offe� notice how the stic� 
is bending when the inner tensio�s 
cease. But we have unfortunately 
no other cnoice than to saw up the 
material; taking into account 

-

today's very high prices on bow 
wood. 

-

The ovalty of the stick can very 
easily be determined. 'Frog on, the 
stick is kept close tqthe ear and 
you tap the upper'side gently with 
a fingernail. The st:lck is turned 
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a quarter-turn and Y0U listen agaiu. 
If these two tones are not alike, 
the stick has not been tuned in 
respect of the.ovalty. It can, 
however, still be tuned lengthwise. 

You have to take the ovalty into 
consideration when you start finish­
ing the stick. You cannot wait 
until the s tick has the right 
dimensions and then make it oval. 
In such a case the stick will be 
too thin, its pitch will be too low 
and the stick not sturdy enough. 
Very often round sticks will thus 
be too thin and far too weak. This 
is mos t probab"ly due to the fact 
that the work starts out by making 
the thicker end octagonal to fit 
the frog. Then the rest of the 
sti�� is made round setting out 
from the octagonal inside diameter. 
The body will. then be too small and 
thee fault '.Jill follow the stick to 
the very point. The stick should 
instead initially be shaped round 
(9mm) and can now easily be drilled 
for the frog-screw in a lathe with 
a three-jaw chuck, whereupon the 
octagon can be shaped. In this 
case the round part of the stick 
has a higger- diameter,and can 
easily be definitely shaped and 
turn�d. The c�ange from octagonal 
to ,round shape is covered by the 
silver spinning and cannot be 
noticed . .  

Tourte did not varnish his bows. 
As the body of the varnish will 
change the pitch, his carefulness 
in this respect did certainly 
r-:oncern the acoustical stability. 
Bo':'] makers nowadays do not take 
this into consideration but are 
generally concerned about a glassy 
and selling product. Neither H.R. 
PfretzscilOe:c nor A. Rau varnished 
their bows. 

Among the oils used, linseed oil 
has a long, very long oxidation 
period. For this reason we are 
avoiding it in connection with 

t �violins. but it can, as an except­
ion; be used when the stick is weak 



and needs elas . The 
able bow-maker, Eric Boons, 
Stockholm, had.a bow with too small 
a tension. He rubbed it with lin­
seed oil and a long time thereafter 
he discovered that the bow had 

elasticity. That the 
by this procedure is im­

to avoid, but this can be 
and the adjustment 

will be invisib 

If the stick is properly dimen­
sioned, it is far better to make 
it with the aid of a 

wheel and a 
Tourte and his �ontempor­

aries most probably rubbed their 
sticks by hand. We have better 
tools, but we have to learn the 
art of making better bows, some­

knew to perfection, 
to us. The ideal bow has 

a pure, tone, wherever you 
hit the stick. This is typical for 
good bows, sometimes 
sheer luck when making them. It 
is, however, nOW possible to obtain 
these qualities as a rule in con­
nection with all bows, provided the 
ear is in to 'assist 

them. 

( in English 
Ame Ekwall ) 

G. Sanborn 
Magnusu 20 
S. 43300 2 

SOME MORE ABOUT BRIDGES 

At the aonvention this year, seveT'al people 
asked me to moPe on the subjeat of 

the t of the year, I 
have no than five letteT's 
asking faT' the same thing. So this wi l l 

something of a geneT'al 
' 

on 
and not excwtly a how to do type 

of . To go into all the whys and 
whePefoPes of the subjeat would be to get 
too involved in it, so will some 

you have to look see 
then own aonalusions. It 

II lp if you have a fitted up 
at hand so you aan study it as weU as 
dT'�ng wi th 

. 
this art�a le . What I hope to 

1,.S �o aga1-n emphas'Lze impoT'tanae of 
the bndge to the tone the ins tT'wnent. 
I t is rrry opinion that moPe tone 
fi tting the bT'idge than in any otheT' 
element the violin.· it a 
continuing fai lUPe and 
that do not Zeam to fi t up 
pT'operly. 

In looking at the druwing of the 
you will see that lines 1 and 2 
outer bowuirles and if these two aPe 

pT'ojected to inteT'sect and radius Rl is 
�d in, you a segnent a 
cnrale. From point of inteT'seation, 
you can project Zines that bT'ing out some 
inteT'esting faats in PegardJ3 to bT'idge 
design and then apparent that 
theN is a method and Peason for way 
a bT'idge is made. 

( continued on page ... ) 
�O 
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+ 

A. E OVERHOLTZER 
618 Orient Street Phone 916 343-5977 

CHICO, CALIFORNIA 95926 

Article to be printed in Jourrial 

In reading the Journal I find several q ue stion s asked 
through the months vlith no one attempting to give 
a.n a.nBl-Jer. I think the Journal would -De more interesting 
a.nd certainly more educational if the membership 
would at lea st try to answer the questions aslced. 
Some time ago a young lad asked how to make a Violin 
Scroll. I never did read where anyone a ttempted to 
give him any anSWe!!i. I am sure that it would have 
been interesting to have read the different ways that 
the members make the Scrolls.I am here now going to 
try answering Loy R. Smith questions. Smith says in 
his articl� that he is d ree.ding to put in the purfling 
and bind1nc; around the guitar edges. I look forward 
with pl easure when I make my guitars to the time 
when I can put in the purfling -and binding. 'Ihis part 
of construction is like many other parts of the guitar, 
all in knowing how to do it. There are at least three 
ways to make a guitar. There is the right way, the 
wrong way, and then there is a way that I do it. I use 
a Router to cut the channel around the guitar ed ges for 
the purflir,� and binding. 'I'here 1s nothing wrong with 
a home made guide as t1r Sm1 th says .However, the guide 
mu st be adjustable so that you can make light cuts not 
more than one sixteenth of an inch a t a pass. The 
Rout�r must also be guided so that the cutter cuts in 
towards the guitar at the first pass and then run the 
Router back in the opposite direction. I make my 
channe l i" wide and 3/32" facing top and back. Then 
I glue in the three line purfling which is 1/1611 face 
and 3/32" deep , and next to this· purfling I glue two 
strips of rosewood 1/3211 thick and 3/l6,f wi de. This, 
you can see, takes a channel that is 3/32"deep for the 
purfling and 3/16" deep for the rosewood strips. I then 
glue in the purfling and the two rosewood strips and 
after the §lue has set I rout a groove that is 1/16" 
dee p and iL w ide facing the sides. Next, I glue in 
the three line purfling and a 1/16" thick by 3/16" wide 
rosewood. There eire a total o f  five strips of wood 
around each edge of the guitar.(counting the three line 
purfling as one piece) After the glue has set I rout 
a quarter inch radius around each corner of the guitar. 
I have never seen any other gu1te.r- finished l ike this. 
You can plainly see wba t 1 mean when I say "my way". 
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A. E. OVERHOLTZER 
618 Orient Street Phone 916343·5977 

CHiCO, CALIFORNIA 95926 

Page 1'2 article 

i�ow, roil" Sm1 th aeked abo ut the thickn�aB of lumber 
used. For the mo at part I agree wi th r�r \·�{lJ,.lo, for 
you mus t rememher tha t t.ner-e 1 s go ln� to be. fint sh 
sanding on all sides of the wood,and this will make 
all the wood thinner' than \vha t is wr� tten in 
i',�r Smith I S article. The back strt,lts and .top under 
struts as given in his article are thi�ker tbah I use. 
The fan bra c ing a B he give s, 1 s good •. Here is the 
sizes of the struts that 1 use. On the top they are i" thick and 5/8" hlp:h, wi th an arch cut 1n struts 
similar to l'�r Robert30uchet,a Frenchman. '.f'he· back 
struts on my guitars on the lower bout 1s 5/1;.6" thick 
and' 3/4"high .in center of strut, tapering dq\m to �/16" high at aides. The. middle bout strut is iI' thick 
and ltu high in cen'ter. The upper bout $trut is i" thick 
and 3/8" h l. gh in center. b1l struts are the same 
h�igbts at the ends.I split all of my strutp and 
fan l::racings so tbe !3rain is straight in each piece. 
J..ll struts and fan bracil1L3 are split ;from fine gra in 
S�:H'uce • 

A.E.Overholtzer 

,// �- //'/ /-- . . ' r L/( . G,. L�_;>Z/��r0-G'��-� 
(j . 
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Mr. Bill Reid, editor 

6905 Cunningham ��y 
Sacramento, California 95828 
March 1 7, 1 971 

International Violin & Guitar Makers Journal 
906 E. Ohestnut 
Jefferso�ville, Indiana 47130 

Dear Mr. Reid: 

Enolosed i� a drawing and explanation of the router base I 
constructed for use in cutting the pur!ling shoulders on a 
classic guitar r�cently completed by my wife. We Were using 
Sloane's book 01ass10 Gu1tar Oonstruot1on and following his 
method of oonstructing the bandIng and purfling as one unl�. 

I read the letter from Loy R. Sm1th 1n the January issue of 
the Journal and felt that this method might answer one ot h�s 
questions and that you might be interested in print1ng 1t in 
the Journal. 

As we are not yet subscribers to the Journal, we would appre­
ciate � complimentary copy 1f you should decide to publi�h 
this artiole. 

~ 
Br1an Johnson 



Mr. Bill �eid, 

P. O. Box 61, 
Phalaborwa, N-E T�ansvaal, 
Republic of South Africa, 
May 13, 1971 

International Violin & Guitar Makers Journal, 906 East Chestnut, 
Jeffe+sonville, Indiana 47130, 
Un�ted States of America. 

Dear Mr. Reid: 

Many thanks for the specimen copies of your very.inteI:'estillg and 
enjoyable Journal which you so kindly posted to lUe. I have lUuch 
pleasure in attaching hereto a Bank Draft to t he value of .34.00. 
So far as l am aware there are only two active violin. makers in 
this country, and give their names and addresses in case you IUay 
care to pOst each one a specimen of the Journal - perhaps they 
wil� subscribe and so swell the ranks: 

(a ) Mr. K.J. Grabner, 
Violin Maker, Repairer & Valuator, 
25 Barbican Building, 89 P. resident Street, 
Johannesburg, South Africa. 

(b ) Mr. P. Reddy, 
Violin Maker and Repairer, 
2 Sav�lle Street, 
D�ban, Natal, South Africa. 

Although I am not a violin maker - I wish � weret � I find the 
contents of your journal of exceptional interest and am already 
look�g for�ard to the arrival of the next issue. 

With ktndest regards to all your lUembers and also to yqurself. 

*Attacbment 

Yours very truly, 

??l a.: �c. .. cOea .J ,.,-I{ ...,.,� r-:: 
-------- , 

Maurice Kaye 
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ROGER. 

They say no news better than bad news and that if you can't say s 
about some one, don't say anything. That should be to tell me to no� write 

for the Journal for this month, but then, there is no fool like an April 
Fool, so I'll scrape bottom of the barrel and tell about the bad news we had. 

I was under the weather and Hattie took me to see the doctor. He 
and punched and kept saying "Hnnnmmll. his eyes and 
I could see that the wheels in his head were around like a computer� 
sat up and looked solemn and so I said, '�ell Dr. ,  it to us straight; what's 
the verdict?" and he turned to Hattie and said, • OK, but you have my 
sympathy; he is 

But then health is the 
to that. (Clink) 
especially if she 

to live,!! 

drink to just they I' drink 
feels better after a few Winks, 

Here I was, s to feel a lot of pride in our astronauts and their Apollo 14 
mission and then one of them golf on the moon. I was ashamed when my hero 
suddenly turned into a poor sport. He never even he swung, 
and then he got mad and threw his club away. 

You know. in Africa some' of the 
wi th clubs and ts call

' 
this a 

form of 

I was just the January Journal and came across the article Bill 
• of Parkersville, Iowa. He has my full when he plays that 

Stainer in Absam Probe Oenikonium 1665", I have looked at insides 
of a wheelbarrow load of those found that usually the top was hacked out 
with a wide gouge and they thoughtfully left a little ridge in the left side in 
lieu of a bass bar. Bill was along fine until this Ralph came aloqg 
and told him to put rosin on his bow. If I over in Iowa I will his 
invitation in and play a tune while he seconds on his or 
if he will to leave Jacobus Stainer under the bed. Don't see how 
could bear to part with all of his coon dogs. I let all mine go but one but I'll 
never give up old Spoketite. 

I have a letter 
detail, about a 

and he says he will come up with an article, in 
I think that is to be a worthwhile , 

and Bill writes down to earth so you can understand what he says. He just tries to 
be Bill Reid and don't as important as John 

Bill is t a young as compared to Wake and me. and I are sP 
old that we can relllember when a skirt half way to the knee meant haH way the 
ankle. (Not that we ever .) 

A lot of us old 
attire but I am 
It enables us to 

II been sort of to the hair and careless 
where I can at least see merit in the mo�st�che� 

the boy. 
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I hear from Bill Fulton that he has made a couple of new fiddles that will 
give us a lot of trouble at the next contest. And he says he has started 
three more. So we all better sharpen our knives and chisels a little. 

But I am worried a little about who will do the judging this fall. If we 
can get the same ones again we will be alright but I read the other day 
about an Art Exhibit back East, where the paintings were judged and the 
judges didn't know who the artists were. Turned out that the winner was a 
TV Chimp. 

I have seen things like that happen at a fiddling contest, too. I hope it 
never happens at one of our contests at Globe. 

I think one great trouble with a lot of us as fiddle makers, is that we will 
figure out an idea about violins and latch onto it as a fact, and then we 
will never change. But a lot of "Facts" have been proven false. Look; if 
Columbus hadn't come over here after a load of fiddle wood in 1492, we might 
still be "Knowing" that the world is flat. There was a "Fact" that hung on 
for a long time. So don't be so persistant in making the same old mistakes 
over and over again. It has been said that no man is really contented until 
he stops being a Heller and starts being a "What-the-Heller.fI 

I'm really happy about the shake-up and reorganization in the Post Office 
Department. Now you can be sure that if you post a letter before noon, it 
will be delivered the next morning---give or take a few weeks. 

I noticed in the January Journal where Bill Reid says he wishes someone 
would write in and tell what is the proper heighth of a summer bridge and 
a winter bridge. Also the weight of them. I wrote to Ben Harrison about 
that, since he is quite an authority on bridges, and he tells me it is 
exactly like ''How long is a piece of string?" Just twice as long as from 
one end to the middle. Or how far can a dog run a rabbit into the woods? 
He says, "Just half way j after that he would be running him out." So there 
it is, and don't you try to contradict Ben: he is a black belt Judo guy. 

And now I will end this with some famous quotes. "Ask not what the Journal 
can do for you, but what you can do for the Journal." ---- "Let us reason 
together."-----flAnd that's the way it is.fI----"Ten Four"---"Roger"-------­
"Over and out." 

FRED CRAIG 155 VAN BUREN ST TWIN FALLS ID 83301 
. . . 
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VALUES IN VIOLINS 

Te obtain the utmost in purity of tone and volume that a violin maker has 
incorporated in an instrument, there is one important element completely 
beyond his control, once it has left the workshop. and that is the type of 
rosin used on the bow by the musician. 

There are many types of bow rosin available in the market. It is under­
standable that a solf or somewhat sticky type will have a different attion 
or pull on the strings than one that is many degrees harder; the former 
giving a slurring effect, and the latter a crisp note. It is similar� in 
a sense, to the tuning of a piano string. As I recall, Vladimir Horowitz, 
the great Russian p�anist, wou,d insist otl his concert piano being tuned 
to 444 instead of the more usual 440--- a difference undectable to most 
"listeners, but less than perfect to his professional ear, and producing a 
razor-sharp, hard resonance, almost like the shattering of glass. 

Basically, rosin or colophony, is the resinous consti�uent of the oleo­
resin exuded by various species of pines. known in commerce as crude 
turpent�ne. Rosin varies in color, according to the age of the tree 
from wh i ch the turpenti ne was d'awn, and the amount of heat app 1 i ed in 
its d�stillation. from an opaque almost pitchy black substance, thru 
grades of brown and yellow, to an almost perfectly transparent colorless 
glassy mass. The corrmercial grades are rlumerous, ranging by letters from 
A, the darkest, to N, extra pale --- superior to which are W, window glass, 
and WW, water white. The latter having about three times the value 01 the 
common qualities. 

In choosing a rosin to suit both the musician and the fiddle, some th�ught 
should be given to its purity, Some less-refined rosins contain oxydized 
acids, that, falling off the bow in the form of dust, will soon pit the 
varnish in the vicinity of the bridge, and cause damage that could so 
easily be avoided by using a better grade. 

Attention to details is the only way to achieve perfection. 

BOB VAIL 321 S 5th St. Louisville, Ky. 40202 
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No. 1 

No. 2 
No. 3 
No. 4 
No. S 
No. 6 
No. 7 
No. 8 
No. 9 
No. 10 
No. 11 
No. 12 
No. 13 
No. 14 
No. 15 

No. 16 
No. 17 
No. 18 
No. 19 
No. 20 

No. 21 
No. 22 
No. 23 
No. 24 
No. 25 
No . 26 
No. 27 
No. 28 
No. 29 
No. 30 
No. 31 
No. 32 

No. 33 

No. 34 
No. 35 
No. 36 
No. 37 
No. 38 
No. 39 
No . 40 
No. 41 
No. 42 
No. 43 
No. 44 

BOW MAKING 

General Condensatio� 

Wood "Guilandia echinata (bow stick), " Cercocarpus 
ledifolius" (frog). I Sawing into boards for bow sticks. . 

. 
Sa't<Jing into the rough bow sticks, show diagram , t:emplate. 
Making rough octagon stick. I Bending ahd temp ering the rough octagon to a curvr. 
Graduation of the rough octagon curved stick. 
Completing the tip. 
Put on ivory and fibe:cface on tip and sand stick. 
Cut or saw bow stick to proper length. 
Saw out frog blank. 
Make up the partially c omplete f�og. 
Fit frog to stj.ck. 
Complete the frog and button. 
Hair the bow. 
Make all the corrections of the bow stick. 
(No. 15 the most important part of bow making). 
Take off hair and pol ish stick. 
rut on the winding, silver or whalebone. 
Rehair. 
Retest berw. 
Rosin bow then clean up. 

ADDITIONAL 

Measurements. 
Feel of the tm.:r and what it is. 
Oval. 
l�e tools, new ones to correct for use, making special ones. 
Turning out butten stock, many sizes, solid. 
Brazing. 
Pearl slide and eyes. 
Hairing Machine. 
W inding Machine . 
The curve of the stick . 
The tension (Write down and keep for record and comparisons :) 
The weight of the bow, also the individual parts. 
(Wri te down ai.ld keep for records.) 
The balan�e of completed bow and also the stick. 
(Write down and keep for records.) 
Explain what Woolhouse meant by straight graduated stick. 
Vuillaume's scale to take bow measurements. 
Three-tenths of a millimeter graduation scale. 
Diagram of p arts of bow. 
Special tool made for certain jobs. 
Templates. 
Gauges, stick 0000 to 16, d ial Vernier, also marking. 
Materials for mortise blocks and wedge for ferrule, hair. 
Cutt::ng files. 
Planes. 
Selecting best wood for gold mounted bows. 
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MEASUREMENTS 

(Approx ima te) 

VIOLIN 

Length of complete bow stick without button: 731 millimeters 
Length of complete bow with button: 746 millimeters 

CELLO 

Length of cello bow stick without button: 702 millimeters 
Length of complete cello bow with button: 717 millimeters 

TIP 

Length and depth with ivory: Width on top of tip: 

Vio lin 23.5 rmn Violin 10.7 

Viola 25.5 rmn Viola 11. 0 

Cello 27.7 rmn Cello 11. 8 
German and German and 
French Bass 40.0 rmn French Bass 18.0 

FROG 
He i.ght) top to slide: Length: 

Violin 17.5 rmn Violin 45.0 
Viola 19.5 mm Viola 48.1 
Cello 21.4 rom Cf� 110 51.3 
French Bass 25.0 mm French Bass 64.0 
German Bass 44.0 111m German Bass 79.0 

FERRULE 

Width: Len2:th: Depth: 

Violin 13.5 rmn Violin 10.0 rmn Violin 6.7 
Viola 14.5 rmn Viola 10.0 nun Viola 6.7 
Cello 15.5 nun Cello 10.3 nun Cello 6.9 
Fr. Bass 17.0 nun Fr. Bass 15.0 nun Fr. Bass 9.5 
Ger. Bass 17.0 mm Ger. Bass 15.0 rom Ger. Bass 9.5 

Thickness of silver: 

rmn 
rmn 
mm 

rmn 

rmn 
rmn 
ITITTI 
rmn 
rmn 

mm 
rmn 
rmn 
nun 
mm 

Top metal .040 inches Round bottom metal .020 inches 

Metal Top Back Plate: 7 millimeters 
Wood Under Top Back Plate: 6 millimeters 
Relief on Pivot: 2 millimeters 

BUTTON 

Overall length: 

VI, va 14.6 rmn 
Cello 16.0 mm 

Wood showing: 

VI, va 
Cello 
Fr. Bass 

6S 

8IT1Iil 
10 mm 

ITIIil 15 

Metal rings (vI, va & cello) : 

Front ring 4 rmn 
Back ring 3 mm 



No . 1 
No . 2 
No . 3 
No . t 4-
N o . 5 
No . 6 
No . 7 
No . 8 
N o . 9 
No . 10 
N n . 1 1  
N o . 1 2  
No . 1 3  
No . 1 4  
N o . 1 5  
No . 1 6  
N o . 1 7  
N o . 1 8  
N o . 1 9  
No . 2 0  
No o 2 1  
N o . 2 2  
No . 2 3  
No . 2 l:-
N o . 2 5  
No . 2 6  

No . 2 7  

N o . 2 8  
No . 2 9  

No . 30 
No . 3 1  
N o . 3 2  
N o . 3 3  
No . 34 
No . 3 5  
No . 3 6  
No . 3 7  
No . 3 8  
No . 3 9  

No . 40 
No . LI- l 
No . 42  
No . 43  
No . 44 

BOW STICK 

C o n d e n s e d  

Ge n e ra 1 r emark s on bmi/ffiak i n g . 
Pe r nambu c o  \l7o o d ; p r e fe r r e d  name , 1 ! Gu i l a n d i a  e c h i n a t a . "  
O r d e r i n g  from B r a z i l . Fre sh cu t ,  e tc . 
Cu t t in g  up th e l o g , s aw i n g  in to bo ar d s . 
Mar k i n g the boar d s w i th t emp l a t e  o f  s t ic k . Severa l temp la t e s . 
S aw i n g  the s t ic k s  from the ou t l ine o f  temp l a te o h  boards . 
S e a so n in g  the s t i c k s . 
N a m i n g  p ar t s  o f  t h e  s t i c k s  and the fro g . D ia grams .  
P i c k in g  ou t the b e s t  s t i ck s to u s e . 
Ge t b e n c h  r e ady . 
C(' t too 1 s  n! aciy for rough o c  t ::l . �O i1 p l . an in g . 
P l an i n g  tn p �md b a ck o f  the s t idc fo r the rough ' taper . 
P l a n i. n g  s i. d r::: s o f  s t i ck f o r  t he rou gh tap er . 
P l an i l q:;  the 'J c t. a go n s  fo r the r'ou gh t a p e r . 
F i l e p a r t  ne ' r t ip w h e r '! the p l ane c anno t b e  u se d . 
B e n d in g  and t e mp e r i n g the rough o c tagu n  s t i c k . 
Gradu a t i n g  t h e  s t i c k  to the s iz e s  wa n t ed . Tak i n g  t e n s io n . 
S t ar t i n g  t o  ge t t ip ready . # 7  s t ic k . Tip fron t curve . 
Work i n g  on t ip . #8 s t ick . Top f la t  p ar t . 
Tip en d :  r id ge s awn o f f .  #9 s t ick . 
Tip end r i dge . Cu t s id e s  rough f i t fo r ivo ry . # 10 s t ick . 
Tip end : g lu e  ivo ry a n d  f i b e r , ty ing w i th s tr ing . # 1 1  s t ick . 
Tip end : take o f f s tr in g . # 1 2  s t ick . 
Tip end : rou gh f i le ou t l i n e  o f  t ip . # 1 3  s t ic k . 
Tip e n d : sand and f in i sh t ip .  # 14 s t ick . 
Tip e nd : dr i l l  ho l e  and ch i s e l mo r t i s e  for t ip ha ir b lo�k . 
il l5  st ick . 
Tip e n d :  round the e n d  where t ip and b ac k o f  s t ic k  me e t .  
# 1 6  s t ic k . 
Tip en d :  cu t b e ve l s  o n  the f r o n t  curve . # 1 7  s t i ck .  
Cu t s t ick to the p r op e r  l e n g th . # 1 8  s t ick . 

Ad d i t iona l 

F i t  frog to s t ick . # 1 9  s t i ck . 
Pu t eye le t in to fr o g . 
Make the mor t i s e  in s t ick for eye le t moveme n t . 
Dr i l l ho le in s t ic k  for bu t tG �  s crew . 
F i t  bu t ton to s t ic k . 
Tr im s id e s  o f  frog . 
Make o c tagon o n  bu t to n . 
Make the mor t i s e  b lo c k s  f o =  t ip a n d  fro g . 
Pu t hair in bow . 
C o rr e c t a n d s tr a igh t e n  s t ick . }'he .mo s"t impo r tan t  job 
of a l l  'Nork " 
Take o ff  h a L :' and po l is h  s t ick . 
W i n d  s i lv e r  �ir e o r  wha lebone on s t ic k . 
Reha ir bow and che c k  fo r corre c t ion . 
Ro s in bow wi th powde r e d ro s in in a c anvas pad . 
C le an up bow . Rech e c k  and C 0 1 re c t  i f  n e c e s s ary . 
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No . 1 

No . 2 
No . 3 
No . 4 

No . 5 
No . 6 
No . 7 
No . 8 
No . 9 
No . 10 
No . 11 
No . 12 
No . 13 
NO . 14 
No . 15 
No . 16 

No. 17 
No . 18 
No o 19 

No . 20 

No . 21 

No . 22 
No . 23 
No . 24 
No. 2 5  

No. 26 
No . 27 
No. 28 
No . 29 

No. 30 

No. 31 

No . 32 
No . 3 3  
No . 34 
No . 35 

No . 36 
No . 37 
No . 38 

No � 39 

STICK SEQUENCE 

Conden sed 

S ticks numbered No . 1 to No . 2 1  made up for exh ibit 

S tick as it is cut from the board , then p l ane rough spo t s . 
Pl aned on hair side and back of s tick tapered hee l to tip . 
Pl aned on sides tapered heel to tip . 
Octago n s planed on s tick . This is the rough oc tagon . 
Rough oc tagon curved with heat to a temp l a te curve . 
The No . 6 is graduated and numbers below are al l graduated . 
The in side t ip cur ve i s  made . 
The tip height and s l an t ar e mad e .  
The tip end is s awed t o  s hape . 
The t ip end s ides are shaped for the ivory and f iber . 
The ivory t ip and fiber are glued . Tied on with s tring . 
Af ter dry ing period string t aken off ivory and s tick . 
Ivory on tip and s ide s of tip filed roughly . 
Tip is filed and s anded . 
Make mortis� for b lock in tip for hair . 
Round the end where back o f  s tick and tip mee t .  
Make beveled edge o n  in s ide tip curve 
Cut s tick to proper length . 
Fit frog to s tick . 
Make mortise in ;3 tick for eyelet movement . Put eyelet in 
frog . 
Fit but ton t o  the s tick . 

Additiona l  

Make tenon for but ton on end of s tick 
Chisel s ides of frog . 
File and s andpaper s ide s of frog . 
C arve , f ile ,  s andpaper and finish piv o t  and curve to 
ferrule on frog . 
F inis h  me t al par t s . 
Stick s anded . 
Mor tise b locks for tip and frog are made . 
Hair the bow , do no t put in wedge at the ferrule . 
Make the cor rec tions of the s tick . Mo s t  impor tant j ob 
of all . 
Watch if frog is off . C entered . C heck from bo th end s of 
s tick . 
Take off hair from tip and s ave tip b lock . 
Polish s t ick , French polish , oil polish � e tc .  
Put on the winding ( silver or whalebone ) .  
Finish winding with lea ther thumb piece and upper leather 
ring . 
Rehair and check the correction for s traightne s s .  
Ro s in bow ( thorough j �b )  in canvas . 
C lean up bow . (Do no t swish in air because this is the 
number one cause of broken t ip s . Like cracking the whip ) . 
Recheck the bow and correc t if neces s ary . 
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No . 1 
N o . 2 
No . 3 

N o . L� 
N o . 5 
No . 6 
No . 7 
No . S 

N o . 9 
t� () . 1 0  
N o . 1 1  
N o . l 2  
N o . 1 3  
N �J . 1 4  
N o . 1 5  
No .  1 6  
N o . l 7  
No . 1 8  
N o . 1 9  
No . 20 
No . 2 1  
No . 2 2  
N o . 2 3  
No . 24 
N o . 2 5  

N o . 2 6  
N o . 2 7  
No . 2 8  
No . 2 9  
No . 30 
N o . 3 1  
N o . 3 2  
No . 3 3  

N o . 34 
No . 3 5  
N o . 3 6  
No . 3 7 
No . 3 8  
No . 3 9  
No . 40 
No . 4 1  
N o . 4 2  
N o . 4 3  
No .  44 
N o . 4 5  
No . 4 6  

No . 4 7 
No . 4 8  
N o . 4 9  

MAK ING FROG 

C o n d e n s e d  

Ma t e r i a l s  [ o r  f r o g  b l a n k s . 
Saw ou t f o r  b l a n k . 

( Woe) d . j vo r y , t o r t i s e  s he l l. ) 

P l an e , s t r a igh t e n  an d t ru e  u p  t h e  s i d e s , e n d s , t o p a n d  h o t t om 
o f  t h e  f r � g  b l an k . 
Saw ou t two l i n e s  w i th d 8 p t h  s t � p , o n  t o p  s i d e o f  f r o g . 
C h i s e l nu t be twe e n  s aw ma r k s  for t he p e a r l s l i d e . 
F i l e  w i t h s p e c i a l f i le t h e  p l a c e f o r  t h e  p e a r l  s l i d e  t o  f i t .  
Ta ke ou t p e ar l s l i de and ma k e m � r t i s e  in f r o g for h a i r s l o t .  
W i t h  s t e e l s q u a r e  ma r k w i th k n i f e  po in t the p l a c e wh e r e  the 
f e r ru l e  is to b e  p l a c e d . 
Ch i s e l ou t p l a c e  fo r t h e  t a p  o f  £ e r ru l � . 
Ma r k  s i d e s  t e m p l a t e  f o r  :) j v ':) t .  
Saw ou t t h e  p ar t f o r  p iv o t a n d  s a ve t h i s  p ie c e  fo r top b a c k  e n d . 

R ou gh ou t w i t h  k n i f e t h e  p i v o t p a r t u n d e r  fe r ru l e  an d f i t  f e r ru le .  
Ma r k  f r o g  b a c k  e n d  w i th p e n c i l c omn a s s  fo r b a c k  p l a t e . 
F i t w o o d  f r om N o . 1 1  t o  h e  u n de r s i l v e r  a t  t o p  o f b a c k  e n d .  
G lu e  i n  f i t t e d  p i e c e  o f  ,vu Cl d  N o . 1 4 . 

. 
Rou gh c h i s e l mark f o r  s i lv e r  b a c k  p l a t E' .  

Mark o n  h o t t �m o f  f r o g  twa l i n e s .  
Saw o n  ma r k s No . 1 7  t o  t h e  r i gh t dep t h . 
C h i s e 1 au t s al,\1 rml r k s  No . 1 8 . 
Ch i s e l p l a c e fo r me t a l b o t tom s l id e . R i gh t  de p th . Me a su r e . 
F i t  me t a l  b o t tom s l i � e  p l a t e . 
F i t  a n d  t h e n  p in top me t a l b a c k  p l a t e . 
F i t  a n d  p i n  me t a l b ac k  p l a t e . 
F i t  t h e  p e ar l s l i d e  to t h e  t op me t a l b a c k  p l a t e a n d  f e r ru l e . 
Ta ke p e ar l s l i J e  O \. l t .  Pu t i n  w :) o d  p i e c e f o r  c l amp i n g  bo t tom 
s l i d e  p l a te . 
G lue b o t tom me ta l s l i d e  p la t e . Tvl0 cla y s  d ry i. n g . 
P i n bo t tom me t a l p l a t e . 
F i l e a n d f i n i s h  a n d  t h e n  make ( s aw ) r e l i e f fo r p iV O L . 
Work d own t o p  s id e w i t h  s an d p ap e r  o n  p a n e  o f  g l a s s . Co a r s e to f i n e . 
Fo l low No . 2 9  for b a c k  o f f ro g . 

Po l i s h  o n  fe l t  p l a c e d  o n  g l a s s . 
Fo l low N o . 3 1  t o  p o l i s h b a c k o f  
C h e c k  w i t h squ a r e a n d t h e n f i l e 
s l i d e . 
F i t  t h e  f r o g  t o  the bow s t i c k . 

To p o f  f ro g . 
f ro g . 
to ge t i t  s o , t he bo t tom me t a l 

W i th r i g h t  s i z e  d r i l l  a n d  p r :J p e r p l a c e , t h e n  pu t e v e l e t  in f ro g .  
Ma rk e n d  o f  s t i ck w i t h e y e l e t s c r� w . U s e  s c r i b e r . 
Make s lo t  t n  s t i c k  f o r  e;e 1 e t mo veme n t . 
Dr i l l  e n d  f o r  fro g bu t to n  s c r ew . 
Dr i l l  t h e  p ar t  p a s t e y e l e t s lo t  f o r  bu t to n  s c r e w e n d . 
Mak e  t e no n  e n d  o f  b ow s t ic k  t o  f i t  mor t i s e  o f  bu t to n . 
F i t  a n d  p u t  o n  fr o g a n d  bu t to n  to t h e  bow s t i c k . 
C h i s e l s id e s  o f f r o g . 

W i th k n i fe a n d  f i l e f i n i s h  p i v o t  a n d  u n de r  f e r ru le .  
S a n dp a p e r  p iv o t a n d  u n d e r  fe rru le . 
Po l i sh t h e  u n de r  p a r t  o f  f e r ru l e .  
Take o f f  f e r ru l e  a n d  p e a r l s l i d e  a n d  c h i s e l ou t p l a c e  for the 
h a ir i n s i d e  o f  t h e  f r o g . 

F i n i sh a n d  s a n d  ou t s i d e  o f  the fro g . 
Mak e o c t a go n s  o n  bu t to n . 
Po 1 i s h  bu t t o  n . 
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N o . 1 
N o . 2 
No . 3 
N o . 4 
N :J . 5 
N o . 6 
�\10 • 7 
N o . 8 
N :J . 9 
N o . 10 

No . 1 1  
N o . 1 2  
N o . 1 3  
N o . 1 4  

N :J . 1 5  

N �) . 1 6  
N o . 1 7  
N o . 1 8  
N o . 1 9  
No . 2 0 

i'(,,;'ckN a . 2 1  

N o . 2 2  
No . 2 3 
N o . 24 
N o . 2 5  
N :J �  2 6 
N o . 2 7 
N o . 2 8  
N o . 2 9 
No . 30 
N o . 3 1  
N o o 32 

N o . 3 3  
No . 34 
N o . 3 5  
N o . 3 6  
N o . 3 7  
No . 38 
N o . 3 9  
N o . 40 
No . 4 1  
No . 4 2  
N o . 4 3 
N :J . 44 

HAIR ING BOhT ,  HAIR IN FROG F IR S T  

C �:>n d e n s p d  

Ha i r i n g  mac h i n e : Adj u s t  t o  r i gh t le � g t h  f o r  s i z e  o f  b o w . 
Ge t t h e  ha ir r e a dy . S e l e c t i on . Ho r s e  o r  ny l o n . 
Ge t r i gh t s i z e  bun d l e  f o r  p a r t icu l a r  bow . 
T i e  e n d  o f  bu n d le o f  h a ir s e ve n  t ime s aroun d .  
Cu t o f f  u n e v e n  h a i r s . 
W i th l igh t e d  ma t c h  bu r n  e n d  ha i r s  bu t n o t  s t r in g .  
Pu t o n  e n d  bur n e d  p ar t l iq u i d a l c 8 h .J l  a n d  r o s in m i x tu r e . 
Pu t  ha i r  in t o  warm wa t e r  l e a v i n g  t i e d  e n d  ou t o f  the wa t e r . 
M a k e  b l o c k s  f o r  b o th t i p  a n d  f r a g  mor t i s e s . 
T i e d  e n d  o t  ha i r  w ip e d  o f f ,  s p r� a cl e ve n l y , pu t i n to the 
fr o g s 10 t .  
Pu t the b l o c k  i n t o  fro g m o r t i s e , h a i r  s p r e ad e v e n ly . 
C omb ha ir a n d  s p r e a d  ha i r  i n  han d e v e n l y  t D  t b e  e n d . 
L o o k  whe r e  h a i r  g0 8 S  a l i t t l e  b e y o n d  t iD m � r t i s e . 
P i ck p l a c e  whe r e  ha i r  \,) i 1 1. h e  l u n g  e n ou g h , p u  t o n  
a l c o h o l a n d  r o s i n . 
Se l e c t s p o t  o n  ha i r  l o n g  e n ou gh bu t n o t [ 0 0 l o n g  f o r  
h a i r  t y i n g .  
Have tw i n e  r e ad y  t :J  t i e  a n d  u s e  f ive t ime s a r o u n d . 
Cu t o f f  h a i r  above tw i n e  e ve n l y . 
Tak e  m a t c h  an d bu r n  e n d  t o  s t r in g .  ( A lmo s t ) . 
Pu t drop o f  a l c oho l a n d  r o s in o n  e n d . 
Th i s  i s  i m p o r tan t be c au s e  i f  you a bvay s d o  the r ou t in e  
n ex t  j o b i t  w i l l  s ave you a l o t o f  gr i e f . 
Pu t the f e r ru l e  o v e r  t h e  e n d  o f  h a i r  the r i gh t way a n d  
pu t i t  o n  t h e  f ro g .  
S p r e a d  the h a i r  in ha n d . Do n o t  tw i s t .  
C omb ha ir r igh t S 8  fr o g  ha ir w o n ' t  tw i s t .  Imp o r t an t . 
Pu t h a i r  in t ip mo r t i s e  a n d  pu sh b l o c k  i n t o  p l a c e . 
Pu t f r o g  o n  s t ic k . 
Tigh t e n  ha ir to s e e  i f  the f r o g  s e t s  i n  the r ig h t  p l a c e . 
Pu t o n  p e ar l s l id e  a n d  pu t o n  f e r ru l e . 
Lo o k  a t  who l e  l e n g th o f  h a i r  t o  s e e  i f  i t  i s  s tr a i gh t .  
From t ip w i th c omb o n  the ha ir pu l l  down to fr o g . 
Do many h a i r s  c r o s s  a t  f r o g  f e r ru l e ? Wa t c h  th i s . 
Ho l d  c omb in ha ir a n d  then i n  m id - s t ic k , s p r e ad ou t h a ir . 
The n  w i th f in e  c omb take b a c k s id e  a n d  s p r e a d  e v e n , pu t i n  
c omb . 
B r ing f i n e  c omb d own to the f e r ru le o f  t h e  f r o g . 
I f  i t  l ooks g o o d  pu l l  c omb b ac k  t o  m id d l e  o f  s t ick . 
Make w e d g e  f o r  h a ir a t  f e r ru l e .  
Pu t ve ry th i n n e d  ou t g lu e  o n  woo d s id e  o f  we d g e , no t h a ir s id e . 
Br i n g  the f in e  comb dov.1n aga i n  a lmo s t  t o  f e r ru l e .  
Have sharp s c r i b e r  a n d  b e tw e e n  ha i r s  pu J. l  s c r ibe r  to f e r ru l e .  
Pu l l  a l l  the way a c r o s s  the ha ir s o  t h e r e  i s  n o  c ro s s e d  ha ir s . 
Pu t i n  p r e p are d we d g e  e v e n  w i th f e r ru l e . 
Tak e  ou t c omb . 
Le t ha i r  d r y , s t i c k  l y i n g , n o t  s t a n d i n g  up o n  e n d . 
R o s in . 
C le an up bow . 
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No . 1 
No . 2 

No . 3 
No . 4 
No . S 
No , 6 
No . 7 
N o . , 8 
N o . g 

No . 10 
No . 1. 1 

No . 1 2  

No . I j  
No . 14 
No . 15 
No . 1 6  

l'!o . 17 
No . IB,  
No . 19' 

N o . 1 
N o . 2 

No . 3 

No . !:' 

No . S 

No . 6 

No . 7 
No . 8 

No . 9 

BUTTON 

Cond e n s e d  

Bu t to n  mat e r i a l  app ro x imate l y  s awn 1 3  mm X 1 3  mm X 16 cm . 
Turn mat e r ia l  down to s iz e , approx ima t e ly 1 1  mm for 
v io l in , c e l lo ,  lar ger for bas s . 

, Turn down wo rk for the p la c e  tor r ing s , many s i ze s . 
Make up r in g s � back and fron t . 
S vedge o n  T ' ngs . 
1urn down in la the the e n d s  square .  
Dr i l l  a ho le for the square e n d  o f  the bu t ton sc rew . 
With an end m i l l  make mor t is e  for s t ic k  tenon . 
W i th an end m i l l  mak e mo r t ise o n  b ac k  e n d  for the pear l 
e ye . 
Pound the squa r e  end o f  bu tton s crew in t o  the bu t ton : 
Wi th spec i a l  mor t i s ing too l o v e r  s c rew remo r t is in g  bu tto n . 
Put in p e ar l eye in back e nd o f  bu t ton . 
Che c k  to s e , if bu t t on s c rew run s  s tra ight . 
Check eye le t o n  butto n s c r ew to be t ight . Exp l a in . 
Show the way to t igh ten ey e le t  s c r ew ,  
After the frog has be en f i t te d  to the s t ick , the s i de s  
o f  fro g are curve d , s anded and pumic ed . 
F i le bu t ton to the o c tago n  shape . 
Make no tch on fron t r ing o f  bu t to n . ( Groove ) . 
Po lish bu t ton . 

Add i t ion a l 

Pre par ing u ton s to c k  in d i. ffel'en t s iz e s  
I n  la the turn sever a l  s iz e s  fo r v io l in ,  v i o la , ': c e llo an,d 
Fre n�h bas s . 

-

The width o f  wood shmvin g be twe e n  r ing s :  v ia l in and v ic la , 
8 mm ;  c e l lo ,  10 mm ;  and Fr e nch bas s ,  15 mrn .  
S iz e  for r ing width : fro n t  r ing , 4 mm ;  back r in g , 3 nun .  
Vio l in , v io l a  and c e l lo s ame . 
S ize o f  r ings : in s ide d iame ter var iou s ,  ac c o r d ing to s t'ick 
s iz e s . " ,  
Season wood a f ter tu r n in g , pu t on r ings in sumner or w i th 
a hea ted c ab ine t . 
Swe dge r in g s  on bu t ton s tock . 
S iz e s  o f  r ings , var iou s , pound on tap e r e d  rod to e n large 
me ta l . 
F i le me t a l  on e n d  to touch a l l  around woo d  p ar t  o f  e n d  
t e non o f  s t ick . 
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No . 1 
No . 2 

No . 3 
No . 4 

No . S 

. 6 

No . 7 

No . B 
No . 9 
No . 10 
No . 1 1 

No . 
No . 13 
No . 14 

No . 15 

No . 16  

No . 17 

No . 18 
No . 19 
No . 20 
No . 2 1  
No � 22 
No . 23 

WINDING SILVER WIRE 

Co n de n s e d  

, two 1 cu 
, 

, box w i th t iny wood 
twis t dr i l l ,  t dr i l l ,  s 

g lue , ) 
ho lding w ire 

o n  
Pu t  

cu t 0 

hee l end 

expo s e  end . 
1 two p lace s  

a l so fo r wh ich 

ho le on s t  
to 

into 
and pu t 

on 

ho l.e . 
s .  

t o f  the dowe l s ticking ou t .  
onto the s t  . 

, pu t c lamp ove r  

c an f i t  ho le 

be n t  part 

up and 
down . 

s t ick ou t o f  w ind mach ing , the chamo i s . 
w ire wrapp ing l ly .  

Ge t le ather r eady fo r lu ing . 
G lue near frog ir s t  and t w ith s tr in g .  
Glue 1 s tr l e a ther on o ther end o f  wind ing . ·  

s t r in g  0 ter it is and c lean up . Po l ish . 
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A PLEA AND A SUGGES -.2 ·  'W 

foy- a guide , s t andard , �rin c i p l , 0 1'  me asuring d e ­
v i c e  t o  c ompare and e va luate c omr, l e t e d  mu s i c a l bows . 

Thi s  ne ed o f  a me suring elnd. c omp a :.n ing de v i c e  for bow s  has I l ong ex­
i s t e d and the f o l l ow ing c o u ld be us ed a s  s t art ing p o in t  tQ se cur e 
Orl8 . 

Mo s t  bows are l.r e ighed to g i ve the ir o ve r a l l  w e i ght in t he u sua l a v­
o L.�dupo i s  we ight in ounc e s  and gra in s , o r  on t he me t r i c  s c a l e  in 
grarn S e  The a vo i r'd.upo i s  we ight i s  used he t�e b e c au s e  the re are s e ven 
thous and gra i ns in one pound and in one 01J.1l C 6  "the re are f our hundr e d  
th i r t y  :,'J e ve n  and ':me ha l i' gr a in s ; th i s  gi ii 'J -.I  :L a r ge r  w h o l e  numb e r s  to 
w'ork w i th ., 

It i s  ne c ci s s ary t o  s t art w i th n c o mple t e ly new appro a ch t o  the prob­
lem as ve ry l i t t l e  from the pas t c an b e  le arne d , as an ins i�ifi c ant 
amount has b e e n  wr i t ten r e gard ing the re l at i o n s h i p  of the 0yeralJ 
we igh t  o f  the bow t o  the b a l. a n c e  Emd t ens l o n  o f  the bow . 

-I 
In the pas t var ious me tho d s  we re u s e d  t o ge t the b a lan c e  anq. the t en� 
s ion of bOW S .,  but none have b e en he ard of be ing u s e d  in c on j un c t i on 
w i th , and the c ompar i s on for , a de t a i l  re pre s e n t at i on in actual fig-
ure s to � � pre s s  the re l a t i onship be twe e n  them . ' .  

A mo s
i
t important fa c t mus t  be tV1d e r s to o d  before analys ing tnt;; c omp­

arat i ve f i gure s on the we ight , b a l 8J1 c e s  and t ens i on s of the bow a s  
the s e are d e f i n i t e  and d i s t inc t ;  b e irlg me a surab le b�l a go od we ighing 
s c al� , but a mo s t sub t le a.nd l i ttle unde r s t o od sub j e ct mus t  be ex­
plored furthe r ,  that i s  th e tlFEE L II of the s t ick, i f  thi s w a s me asur­
ab le on a w e ighing s c a l e  much e ou ld be ' exp lained, but a s  it I c ann o t be 
at thi s  t ime but probab ly at s ome later dat e " it w i l l  be ne c e s s ary to 
s ay that e ve ry s t i ck i s  t rled for that t FEEL I 'many t ime s frdm the 
fre shly cut s t ick to the finishod bow . The " FEEL" so 1mpor t Snt to a 
bowmakel' as a gre at lllany s t i cks al'e di s c arded for lacking tlh s  ne c ­
e s s ary and· �� s ent ial q"ll:al i ty t o  fo.rm a good bow . 

For an analys is in a ve ry l imited WHy o f  the s o  c a l l e d  ItFEEL" of the 
s t i ck , when the s t i ck i s bent outw a rd ly the I FEEL" :I s  how fas t 'it 
re turn s t o  i t s origin a l po s i t ion whe n  re le a s e d  and the s t i c� that 
show s s igns of s luggishne s s  is d i s c arded . The s t i ck tha.t sh?w s the 
fa s t e s t  re turn to the origina l po s i t i on is be s t  and show s  up in the 
compl e t ed bow a s  be ing a be t t e r  bow . • Now th l s  doe s rio t in any way re­
late to the ac tual t en :;J i on of the s t i ck but onl�r on the qui �kne s s  or 
s lowne s s  of the re turn e f fe c t  or " FEEL" . I 

So many players will s ay thi s  or that part i cul al' bow has pe tre c t  
bal ance and h a s  jus t the right fe lxibi l i ty . Ancther pl ayer w i l l  s ay 
of the s ame bow that it i s  tlp l ight or t i.p he avy and w i l l  �lS O  say 
i t  i s  too we ak or too s trong. Every book and c atalog ment io,lng thi s  
sub j e c t  s t ate that e ach p e r s on playing an in s trume nt has the ir own 
opinion on what i s  pe rfe c t  we i ght ., b a l an c e  and t. e n s ion whicfu mus t  be 
t �ken as a truth, for no two persons have ·th o s ame Phys i c a. l l make-up , 
men ta l out lock o �  e xactly tho s ame ins t ruc t ion and natur a l ly thi s 
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make s the i r  w an t s  d i ff e rent ; but a b owmake r who want s to ke e p  re c Qfd ,  
should ha ve a more s t ab le found at i on t o  drnw o n  than a pe r s on a l  

' 

o p in i on b a s ed on a pe rs ons p l aying ne e ds but r a the r he should h�ve 
th e bro ad bas e o f  a corre c t  w e i gh ing d8 vi c e  and a � t and ard from 
wh i ch c an be r e c o rd e d  the no c e s s nry d a t A. for making c ompari son s n o t  
on ly f or h i s  own b ows but a l s o  bow s o f  famo us make r s  and o ther s ,  to 
make the compar i s on s  tho. t  a r e  e ven mo r<� impor t an  t t o  a bowmake r .  

I t  i s  e a sy t o  r e a l i ze that some per s ons vd l l  s ey that 1 t c anno t ant1 
sho uld not bo d one , but thi s  is like s aying tha t  the l a t e s t  lm�� . t . 
roveme n t s  in t r an s por t a t ion and l i ving re qui reme n t s  ahould be �ls� 
c arded . 

When · f i rs t  s t e r t ing t o  rnA.ke bow s , my t e 8 ch o r  o r  more proporly I 
sho uld c al l  h im , a c o ach , w a s  A l f r o d  Lan ini o f  S a n  Jo s e  C a l i f .  H e  
showed m o  h i s  w a y  t o  ge t t he overa l l  weigh t  and h i s  ve ry nove l way 
t o  g e t  the balance w e i ght [l,nd t o n s i o n  wo ight of tht) bow , and whe n 
my preparatory s t a go s  w e r e  o ve r  and wh en s t art ing to s e l l  bQws , i � 
w a s  the n  + s t a r t 0 d  to ro c o rd th i s . d u t a  f or e a ch bow 2nd a m�.mber 
w a s  s t ampe d on e a ch b ow ,  �nd as t ime went on many o the r f e a ture s 
w e re adde d t o  the d at a ,  s uch a s  the �e l ght o f  tho fro g  a lone , and 
w i th tho but ton ,  Bnd the but t on n lone ; the s t i c k in a l � i t s  wo rki ng 
s t a ge s ;  and the r e wn s one p8 rt i cul r. r  thing I \'! rm t e d  t o  f ind out , 

. 
thnt i s  what perc ent th e w ::tnd ing add s t o  tho t i p  w o ight o f  the c om., 
pl e t e d bow ; and aft e r  �n ann. lys j. s  o f . s ;.iVc r 8 1  'nundrod bows of my own 
make , the p e r c ent age found WR S e lo s o  t o  fo r ty p e r c ont o f  the actual 
we i ght o f  the w i nd ing i s  added t o  the t i p  we i gh t  o f  tho b ow . ThOI'C 
E'.re many othe r fac e t s  to le arn ,from tho c ompar i s ons o f  thc ro c ord s t 
f o r  i n s t ance the but t on ; th!. s i s  n v� ry impo r t p nt phe s e , n s  a he avi�� 
or l i ghter but t on c nn b u  o f  ext re mc; �mpo r t an c o  if you nro wo rking . il . 
for a p ar t i cular o ve r n l l  weight B.nd b a l e.nce 

The s e  romarks aro made for tho purpo s e  (f show ing that the ke �ptng 
of r e c ord s on e a ch bow 1s no t just f o r  that alone bu� for a mOre 
impo r t ant pUI'po s e  of m al:ing be t t e l" bow s  Hnd this br ings us to tho · 
n ew comperat i ve s t LgC , that � s  th(:; re ::L H t �. on srd p  be twe e n  the overo.l1 
we i ght o f  a bow and the t ;.P we ight or b [�J.. an c c w e :tght and te n s i on ot 
the bow . 

. 

N ow the pe rfe c t  we ight s should b e  s e t  forth , but i t  i s  perfe c t �y 
ob v i ous th at the s e  me a surement s C D n  only b e  � s e d  a s  a b a s e  for c om� 
p ?. r i s on and �s we s t a t e d  before , s om0 c n o · w o u l d  s �,y our symbol i c  bow 
i s  t o o  heavy o r  too l i ght , t o o  muc n t i p  w e i �ht o r  t o o  � i t t l e , too 
much tens i o n  or too w o a k  and we w ould � g a in a gre e th i s i s  s o  f or 
them , but a s ymbol 1 s  ne eded and whn t  i s  put fo rth i s  i n  th e l ight of ne c e s s i t y  for future d i s cu s s i o n  and the R v a i l ab i l i ty of thi s . 
pre s ent work a s  forming a bas i s  o r  found n t i on fo r b e t tering the bow� 
maki ng a s  an art . 
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The p e rfe c t  b ow s ymbol s a re the s am e  for f. l .:.. >" ,_ .:. ght s o f  bows from the 
l i ght e s t  t o  the he av i e s t . 

iT116 � ymbo l for the c omp l e t e d  bow o ve r al l  w e t ght i s  the number ( 5 )flvA . 
� . . . 

The s ymbo l '  for the bow b a l an c e  w e i ght (ho1(1 1 ng the bow in pl aying pos 1. t lon )  1 s  the numbe r  ( 8 )  e i ght"., 
The sYmbol for the t e rl s i on o f  the s t i c k i s  ( 128 ) one hundr e d  twenty 
e ight-. 

Le t us take an e xamp l e o f  a pe r fe c t  00W , , l J, .  l ing t o  the s ymb o l s and 
sub s e 4ue nt pro o f  us irtg a completed b ow ;  h a i r e d , wound and r e ady · t o  
u s e  o n  the ins trume n t  w i th the o ve ra l l 'Ne i€::�t of two oun c e s  and 
e i ghty tw o gra. in s . e.vo irdup o i. s  w e i ght . 

PERFECT B ON 

W e i ght s ,  Symb o l s , Pro, f .  

Symb o l s  5 

W e i ght 2 OZ and 8 2  gr'ains 

Abo ve we ight 
in gra ins 9 5 7 � O  

Pro o f  19 1 . 4 

" . 

Perfe e C i3 ;''l lan c e  

1 631 . 2  

: 9 1 . 4 

Te ns ion 

1 2 8  

:3�}- l b s  le s s  
. 8  o f  one 
grec in . 

24499 . 2 

19 1 . 4 



Next 1 8  an e xamp le o f  B c omp l e t ed bow taken out o f  s t o ck on whi ch 
the proof doc s n o t  a gre e w i th the p e r fe c t  symbo l s .  Bow · # 871 Vio l in 
S i l ve r  Oc t a.gon . 

# 8 7 1  c ompl e t e d  2 oun c e  b OVl no t pe rfe c t  s ymbo l i c a l J.,y and ple a s e  note 
the proof . 

W e i ght 

Symbo l s  5 

W e ight 2 oz . 
Abo ve we ight in grains 875 .. 0 

Pro o f 1 7 5  

Ba l an c e  

8 

3ioz & 4 0  grains 

146 1 . 8  

;1.8?- . 7 25 

T\3ns 1on 

1,28 

3 3 - 8  

23625 . 0  

184 . 5'7 

Ib s , . 

Plua 

On my table s for a 2 ounc e S:,,"mbo l i c al J.,y Perfe c t  Bow the balance 
shou ld be 3 oun c e s  a nd 87 gr a in� wh ile a 2 oun c �  and 39 gr ain S . P . B .  
shou ld hav� the abo ve 3i o z  � and 40 gra ins f o r  pe rfe c t  b a l ance � s o  
o n  my re cords o f  # 871 the r o  i s  thi s no t a t i o n ,  "balan c e fo:r a plus 39P 
The t e ns i on i s  a l s o  a l i t t l u  o ve rnormnl but w i th the e xtr� plus 39 
on the b a l ance it make s a good plnying bow . 

It w i l l  bo se e n from the f ore go ing how the s ymbol s  c an b� used in a 
pra c t i oa l  s � ns o , but to make a l l  QOws symbo l i c al ly c o r re c t would �o� 
be pra c t i � n l nor advi s ab l o  fo� reas ons pre vi ous ly 3 t ated . 

I f  we c on s id e r wherB the nnme "bow " c ome s from , th a t  i s ,  ar�herY J 
wh i ch w a s a t  one t ime ne eded fo r mo s t  o f  the ne c o s s i t ie s  o f  l ifo , •• 
w i l l  f ind much c an be l e arne d from th i s  forme r s k i l l  and now a hobby, 
by b o th the mus i cal bow u s e r  and bow make r s  In ar ch ory o f  the pre 5 �nt 
d ay your ar c h e ry bow s  c ome in the t e n s ions sui ted fo r your own J 
pe r s onal ne �ds and th� arrows you c an �o t w i th a definite wo l ght , 
b a l an c e  and . tens l,on . Mu ch a l s o  c nn b·J  lC D.rned from a r che ry about tha 
ne c 0 s s i  ty of "warming up " the bow for proper u s e  in many s 1  t\la t 1 on � . 

JOHN ALFRED B OLANDER 
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The pl101og1aph b e low was sent in by Mr. Frier of the Crossro a ds V iolin Shop,  229 L a ,')'; Street , Albany 10,  
New Y orl<. He says "I  spent two weeks at the B av:H'ian S t a t e  S e llool fol' V iolin Mn k ing a t  M ittenwald last M ay. 
The photo sho'.vs one of the c l a ssrooms. There are presently two A m e I i c :1n s �udents at the school. " 

MASTERTONE 

by P. F. Wright 
Author of Violin Data 

Mastertone is the superior quality a master violin 
m aker imparts to the tone of his instrument. This is the 
crowning feature of a masterpiece, which distinguishes it 
from · the ordinary and commonplace. 

Since the days of the classical makers thousands 
of men have devoted themselves to the violin maker's 
art. Some fine instruments, with wonderful playing 
qualities, have been produced and, as one generation 
after another has passed, illustrious names have been 
added to the list of great violin makers. But these are 
exceptions. The majority have been persons of ordinary 
attainments whose labor produced only haphazard results. 

Among the latter class there have been, and al­
ways are,  some who harp about t n e  lost C remona secrets 
and who endeavor to duplicate accidents, l aboring under 
the d elusion that this can be done.  Varnish, pickling 

ing wood to air :;pace, tuning the top and back to certain 
musical notes, swabbing the inside with white of egg, beak 
b ass bars and rattlesnake rattles are but a few of the long 
list of discoveries. 

Whenever a hap hazard genius hits on an accident, 
somewhat better than his previous efforts, he announces 
the discovery o.r a lost Cremona secret. Failing to dupli­
cate it, he remains more or less out of the picture until 
anOlher accident is stumbled upon, when a lost Cremona 
secret is again broadcast. Such fellows are as perennial as 
the color of autumn leaves. Their theme is romantic 
enough cO appeal to the press as good copy, and the persis� 
tence with which such fi ctions are published leads a 
credulous public to believe that there actually were 
Cremona secrets. 

The merits of these different discoveries is about 
processes, graduating by the light of a candle, proportion - the same 111 each instance. That is, none of them are of 
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any value. Rattlesn3jke rattles are no more silly than in 
computing of cub age ,in vibrating wood and air content 

impractical. Violins ! are not designed in that way. Yet I 
the latter stirs the im�gination of the intelligensea, 

while the former appeals to country fiddlers as a potent 
charm. 

In no case is the bugaboo oyer Cremona secrets 
more misleading than that of relative tone values typi cal 

of the classical makers. Instead of being the result of 

profound research, the instruments these artists made are 
a record of evolution l in musical taste. Whatever acoustical 

studies may have beep conducted were incidental to m eet­

ing the demands of tIie period in which each worked. 

In order to viLalize this, let us turn back to the I 
sixte enth century when the string instruments in vogue 
were of inferior resonance. Among bands of humming viols 
and tinkling lutes a roaring Gasparo da Salo or M aggini 

violin was as unwelcome as the proverbial bull in a china 
shop. It is easy to imagine how violin devotees of that 

day were berated. They no doubt were accused of having 

leather ears, of being fools, of being freaks, of being in­
sane, etc. Slurs that have been cast upon saxophonists 

during the past thirty I years supply a parallel illustration. 

An�ea Amati, aware of the objection to Brescian 

instruments, devoted
' 
his talents to producing violins more 

compatible with the musical taste of his time. He modeled 

the top and back with lovely reverse curves which were not 
only be autiful to behold, but also reduced the vibrating area 
to such an extent that the tone was small and pinched. His 
instruments were favorably received and his fame spread to 
dhtant parts of Europe. A notable order that he filled was 

one for King Charles IX, of France , which was for twenty ­
four violins, six violas and eight basses. 

A hundred years or so of familiarity with the violin 

awakened a better dderstanding of its place in music with 

a correspoJl,ding demrnd for fuller tone values. Nicola 

Amati complied with his " Grand Amati" . This evolution 

toward bigger tone c�ntinued until both Joseph Guarnerius 

and Stradivarius met its demands, each in his own way. The 
" Long Strad" was one effort to be followed later ( 1700 to 
1725) by the " Grand Strad" . 

Although their models were different, each of these 
great artists combined power with refinements lacking in the 
early Brescian instruments. Their work, including that of 
their pupils, indicates that the effect of the arch of violin 
tone was recognized. The arches of these makers, although 

differing somewhat, were designed along lines permitting 

free vibrations. 

Had the violin makers of that p eriod understood the 

importance of suitably distributing the wood, there nO doubt 

would have been greater uniformity in the acoustic value 
of their instruments. Records of many old instruments 
have been obtained and, although m easurements from the 

most celebrated are used for reference in modem compu­
tations, the bulk of the evidence is so at variance that 
graduations found in these appear to have been due to 
chance rather than to any well developed theory. 

There is reason for this uncertainty of graduation 

revealed in old violins. In those days necks were shorter 
than they are today and the musical pitch was also lower. 
The resultant low tension in the plates made full tone 

value, as we now understand the term, impossible. 

Therefore, wood might be distributed in almost any mamlel' 
and its effect on the tone was minimized. When the prob­
lem is viewed in this light it seems marvelous that any 
of the old instruments should be adaptable � modem 

demands. W P. can afford to be grateful for those occasions 
when the old masters were careless enough to leave ample 
wood in the tops and backs. We should be thankful for 
this and find no fault with their manner �f diS1:ributing it. 

In spite of age-old prejudices, there has never 
been a time when so large a proportion of violins being 
built were of superior tone value as today. Violin makers 

now possess the accumulated e xperience of four hundred 
years and also a better knowledge of violin acousti�s than 

ever before. 

Violins may be classified as belonging to any of 

ceveral types and, altho ..;.gh the master violin maker may 
confine himself to one of these, he never makes dupli­
cates. Each is a r •• asterpiece. A gem , with an individ­

uality of its own, that defies duplication. Besides its 
individuality, each masterpiece also has a history of its 
own. The story is of complex origin that begins long 
before leaving the master's hands; a finished violin for the 
artist to fondle and caress to the delight of his audience. 
In order to see this unfolo. let us pay a visit to the �dio 

of Mr. Herman Weaver. 

On the work bench is a Mastertone violin in the 

process of making. The lines and arches follow, very 
closely, those of J oseph Guamerius. The scroll, hanging 
near by, is not from stock but one that Mr. W eaver has 

carved from a choice and beautifully mar�ed piece of 
maple. This has not yet been joined to the body. In 
fact, the body is not entirely assembled. The back is 
finished. So also are the ribs, blocks and lining which 

have been put together. The linings have been joined 
perfectly to the blOCKS and the whole interior is a s  

carefully finished as the exterior will eventually b e ,  when 
it is ready for the superb varnish he uses. There is not a 

spot, stain or blemish of any kind to be seen--,ot even a 
drop of glue. 

7 7  

'. 



The top lays nearby • .  It is of amazingly fine, 
stra ight grained spruce. The grain is so very fine and 
close that, where it not for being told differently, the 
visitor is ready to believe that Mr. Weaver rediscovered 
J acob Stainer's grove of Swiss pine. 

The top is about to be graduated. The first groove 
of this operation has been cut just inside the line where the 
ribs .loin. Distribution of wood being of prime importance 
in determining the penetration of violin tone, at the time 
of designing the lines and arches, tables were plotted. 
The position of these contours was worked out mathemati­
cally. From these theoretical thiclmesses departures, 
suggested by experience, to compensate for the peculiar 
textures of both top and back were made. Thus, the 
graduations of each violin become a separate study. 
In Mr. Weaver's case, callipers are used which register 
to 1 - 10 of a millimeter of 4- 1000 of an inch. Where 
extreme care, such as this, is used, it is any wonder that 
a superior instrument is the result? 

The wood wed in this violin has been sathered from 
spots extending from the Cascade MOlDltalns of Washing­
ton to the State of Maine. An old building. erected in 
Colonial days, contributed a part and a piece of antique 
furniture another. That which came from the virgin 
forest was the soundest of strictly prime timber, cut at 
the moat favorable season of the year. After being 
worked into stock sizes, for violin maket·'s use, it has 
been seasoning for years in dry, but well ventilated, lofts. 

Mr. Weaver knows the history of each piece and 
takes pleasure in relating it to the visitor. The top has 
one story, the back another, ribs another. the end blocks 
another, the comer blocks another! the linings another, 
the scroll another lmd, by the time it is completed the 
bass bar and solDld post � each have contributed a story. 

Although this particular instrument is very much of 
an all American product, wood from European wurces is 
conspicuous in others. Partiality to any locality plays little . 
part in the choice of these materials. The question upper­
most in the master violin maker's mind is, how to combine 
different pieces of wood to produce the most perfect instru­
ment? It is not unusual for a choice piece of wood to repose 
in the rack for years before another turns up to combine with 
it to suit his taste. Thus each piece of material, used in 
the construction of a masterpiece, endows it with history 
even before ita intimate association with temperamental, 
and sometimes trafie, musical career begins. 

On Mr. Weaver's desk is a letter relating to a vio­
lin at the time that it tbok its rightful ,'?lace in musical acti ·· 
vities, It is from Europe and in it the writer ac-.h.nowledges 
receipt of the violin. Bdefly, ti,e story i» as follows: The 
writer, a musician who had been in this COWltry for a 

number of years, tested one of Mr. Weaver 's Mastertone 
violins and became very attached to it. At about the 
same time he was offered a position in hia native country 
which he accepted. Although he was profoundly impressed 
with lhis violin , he had not yet outlived his early prejudice 
for things European. He tested violins in every market at 
which he stopped along his route, without finding one which 
suited his tastes and purposes as welL Having become COll­
linced, against his will, he ordered it sent to him after 
reaching his destination. 

Mr. Weaver 's studio is an interesting place and the 
variety of things to be learned about violins changes on 
each visit. A prospective customer is testing some vio­
lins. One is a Weaver Mastertone and four or five others 
are old maA:erpieces, of which there is always a represent­
ative stock on hand. Whether the price, the best instru­
ment for bwiness purposes or the gratification of his own 
twe is the controlling motive in hi, thoughts, is DOt known. 
The significant thing is that he altemate1y plays uPon 
Mastertone and then upon one or another of the old 
Masterpieces. Figuratively, he is playing Mastertone 
against the field. 

While this is going on another gentleman enters in 
a highly agitated frame of mind. He has with him a bow 
that has been broken. It is a genuine Guillaume that he 
values above price. To restore it requires the making of 
a new head that must be spliced for some inches along the 
remaiIPng portion of the stick. The artistic manner in 
which Mr. Weaver accomplished this, while preserving 
the original balance and spring, was a marvel to all who 
were fortunate enough to observe the work, and a matter 
of IilIPreme satisfactiOD to the owner. 

Restodng attracts an endless variety and there is 
a story of inte.:est attached to each instrument. One time 
it is a Nicolas Amati to have the peg holes rebushed and 
to be generally overhauled. Another time it is a Gaspar 
da Salo viola for bass bar and general repairs. Then a 
pedigreed Joseph Guamerius, valued at $30, 000, arrives 
for general repairs. 

On another occasion an old Italian cello is brought 
in. Tb,ere is DO pedigree and the name of the maker is 
unknown. Nevertheless, fragments of history accompany 
it. 

The lines �re good. The wood is very old--prob ­
ably not a day less than two hlDldred years. The varnish 
:md certain tricks about the linings and blocks are charac­
teristic of the old Italian makers. It has been repaired on 
four different occasLms by as many different workmen and 
the work of each is distinguishable in the order in which it 
OCC\ll'!'ed. The graduations are crude but, fortunately, both 
top and back have been left heavy in wood so that there is 



leeway fer proper lustributien. I 
Anether instrument revealing the uncertain ideas 

ef the eld masters �egarding wood distributien, was a 
Grancine which ha� been smashed to. kindling wood. 
Even the bass bar had been driven through the t<)p. 
When this vielin left Mr. Weaver's hands it had net enly 
been so cleverly restered that no. indicatien ef the acci­
dent was visible, but the tone had been so vastly improved I 
that the ewner ceulcl hardly believe it to be the same 
instrument. 

The storiesl o.f two basses ef American make may 
interest the reader.: One was a Prescett which was in 
need ef almest eve�ing in the categery ef restering. 

During the early history ef the United States, before 
o.rgans had come into general use, string basses were exten­
sively emplo.yed in church choirs and the making ef these . 
instruments was quite an industry in New Hampshire, d�ing 
the early part of the last century. Tho.se made by Dea 
Abra�m Prescott were o.f high repute and, o.n account o.f 
their superio.r tone, are much prized by bass players teday. 

The Prescott bass has a no.vel feature in its design. 
At the Io.wer co.me�, instead ef the ribs being jo.ined in an 
angle, o.ne termina�es in an almo.st co.mplete circle o.f very 
small diameter. While this do.es no.t affect the to.ne o.r 
materially enhance the symmetry o.f o.utline, it is a trick 
that no. vielin maker cares to imitate. The mo.re exper­
ienced he is in bending ribs the greater is his respect for 
the mechanical genius o.f Presco.tt. 

Anether remarkable American bass enco.untered 
in Mr. Weaver1s studio. was that by Geerge Gemunder. 
During his lifetime he made but two basses, o.ne o.f which 
has been destroyed.: Hence, this is the o.nly string bass in 
existence built by him. 

. 
It is a Co.Py Io.f Stradivarius. The maple in its 

back, ribs and nec� were selected with the same care, 
as to. figure, as tha� bestewed uPo.n his vio.lins. Every 
detail, including tHe delicately carved scroll, is carried 

eut with precisely the same degree ef perfectien as fo.un� 
in his smaller instruments. And the varnish, also, is the 
same as used upen his vielins. The writer has never seen 
anether bass that cempared with it in beauty. 

The top wo.ed is ef American white pine with two 
heles that have been plugged.. A casual ebserver might 
o.verleo.k this. But any vielin Io.ver, who is looking fo.r 
such things, can find the plugs with ease. Gemund�r was 
clever eno.ugh to have co.ncealed them mo.re effectually, 
had he cho.sen to. cjo SQ. It so happens that this WOo.d c�m� 
from the timbers ef a nQted Qld building. At the time o.f 
its erectiQn the frames were held together by wooden p�. 
That Gemunder plugged these pin hQles in such a manner as 
to. be easily feund, impresses ene with the idea that he must 
have dQne so purpesely, in that the story Qf the instNPlentt• 
Qrigin would be QbviQus. 

What has been to.ld indicates, in a . general way, 
things to be seen and learned at Mr. Weaver's studio.� 
Tho.se mentiQned did no.t all QCcur o.n the o.ccasio.n o.f o.pe 
visit, no.r has all that transpired o.n any o.ne visit been 
related. 

Fo.ur hundred years o.f vio.lin history, progress in 
the art o.f vielin making, progress in its aco.ustics and in 
its design are gathered together here. LessQns gleaned 
from the life wo.rk Qf Maggini, Amati, Stainer, GuameriUS. 
Stradivarius, LUPo.t, Vuillawne and the mo.re recent 
masters are all included, and the mo.st salient Po.ints 
coordinated in Masterto.ne. 

There are no. Io.st Cremo.na secrets explQited to. 
befuddle the mind o.f the visito.r, fo.r the advantages o.f the 
best instructio.n, intensive study in viQlin aco.ustics, r� 
native talents and mature experience place Mr. W eaver 
in a Po.sitio.n where he has no.thing to co.nc;eal. He is a 
master vielin maker and any vio.lin Io.ver wl,ll be well 
repaid fo.r visiting him at his studio., the home o.f 
MASTERTONE. 

* * * * * * *  

the above ar tical is reprin ted by pe�ss ion from the Violin �kers Journal of 
Bri t ish Columb ia for March 1963 pages 27 to 30 
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Conti n ued from page 5 5  

\ R I  1\ \ \ I 

\ \ \ I 
N ow , l o cate the exa ct 
center of the bri dge foot 
From t h i s  poi nt , draw a 

l i n e  t h rough the po i n t of 
i n te�s e ct i on a n  up onto 
the face of the b ri dge . 
T h i s i s  l ab e l ed l i nes  3 ani 
4 .  I f proj e c te d  to the to,: 
arc o f the fi n i s h e d  b ri dg e , 

you wi l l  fi n d  th at i t  l ocat s 
the pos i ti on of the G and E 
s t ri n gs . The s e  are note � a �  

s u c on th e s k etch . I ah " �\ i:"'e 

that there a re va ri a b l es wh � ch 
can th row th i s  o ff s ome ( . uw 
o r  h i g h fi ngerboard , a rc of t h e  
fi ng erboard , et c . ) but l e t ' s 

\ 

p roce e d  wi th the ass  umpti on that 
everyth i n g i s  as i t  s houl d be . I n  
orde r to check t h at th i s  proj ect i o n  
l o cates these two s t r 'i n gs � l ay off a 
ch ord l i n e  as s h own and n ote d . Th i s  
l i n e  s ho u l d be at exa �tly 90 deg re es 
to the centerl i n e of the bri dge i n  
o rder that th e a ' i s  o f  t e bri dge a n d  
vi ol i n  co i n c i de .  On t h i s  ch o rd l i ne ,  
l ay off p o i n t s  7/ 1 6  i n ch apa rt and sym­
metri cal about th ce nte r l i ne of the 
b ri dge . F rom these fo ur pc i n ts . proj ect 
l i nes at 90 degrees to the h a rd l i ne , up 
to t he t op ar c . These a re s h own by das h  
li n es . From G to E ,  me as u red para l l e l to 
t h e  c hord l i n e ,  s h o ul d be 1 5/ 1 6  i n ches . 
Now , you can see the i mportnace of p roper 
s t r i ng s pa ci ng from the theore t i cal s tand­
po i n t  a n d  how it comes to be 7/ 1 6  betwe en 
3 tri ng s . 

o 
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Conti nui n g , Iyo u s ee that the arc made by R2 termi n ates at the center of the 
foot and tangen t to l i nes 3 and 4 .  Further' , the tongue of the i nner l oops 
wi l l  be bev� l ed off the have the pOi nt to uchi n g  l i nes 3 and 4 .  From the 
o uter face � l i nes 1 and 2) to th i s  poi n t  on l i nes 3 and 4 ,  wi l l  be cl ose to 
9/32 i n ch .  ITh i s  s houl d be used when fi tti n g  up , s i n ce you do not have th i s  
l i ne vi s i b l e  to work to . 

N ow ,  cons i der l i nes 5 and 6 .  You noti ce th at they tangent [touch ] the i nner 
toes of the feet , and i f  a l i ne i s  p roj ected onto the b ri dge , they wi l l  
al s o  be tan�ent to the i nner l oops [ho l es ]  of the bri dge . 

Radi us R2 ;i s common acros s the bri dge to the tangs and under cu rve . Thi s 
i s  cl early s h own on the drawi n g . One pl ace that an i nexperi enced maker 
us ual l y  has I tro ub l e  i s  i n  the setti ng o f  the s tri ng hei ghts . For gut s tri ngs 
the acce pted s tandard i s  that the G s houl d be 3/ 1 6  i n ch above the end o f  the 
fi ngerboard and the E s h o u l d be 1 / 8 i n ch .  Nothi n g  i s  s a i d abo ut the D and A .  
These s h oul d b e  set as s h own by the l i nes l abel ed "Attack l i ne D and A "  . 
These two H nes represent the bow hai r as i t  passes over the s tri ngs . You 
s ee das h l i �es connecti n g  the D and E an d another one connecti n g  the G and A .  
The attack , i nes are paral l el to these connector l i nes . For Attack l i ne " D "  
t h e  cl earance on t h e  G a n d  A i s  about 1 / 1 6  i n ch . The s ame hol ds true fo r the 
attack l i ne I l iA" i n  regards to D and E .  I t  i s  ap parent that wi th thi s cl ear­
an ce , any tWo s tri ngs can be p l ayed , or a s i ng l e  one , wi thout h i tti n g  any 

.
other one . I 
I n  fi n i s h i n g the bri dge , the arc R2 s h o ul d be fi n i s hed s o  that i t  i s  a radi us 
that cl osely fol l ows the arch of the bel ly . The toes s h oul d be cut down to 
approxi mate ly 1 / 32 i n ch th i ckness . Al ong l i n es 1 and 2 there i s  a taper or 
beve l  l i ne s h own . Thi s is  cut on both the front and rear fa ces of the bri dge . 
I t  p roj e cts fr-om the corner formed by the top arc and l i nes one and two down 
to the i nner n i ck of the tang . To s ee thi s ,  l ay a s tra i ght edge on th at l i ne 
on the drawi n g . Th i s  bevel i s  made wi th a s h a rp kn i fe and i f  the kni fe i s  
rea l l y  s h arP , you won ' t  need to s an d  i t ,  s i n ce the cut wi l l  be smooth- and 
s h i ny .  I 
Fo r the s t rii ng g roo ves , use a smal l round fi l e  and i nl et the s tri n gs to a 
depth of abd ut one h al f thei r di amete r .  O n  the rear face o f  the b ri dge and 
i n  the bottdm of the s tri n g  groove , make a smal l radi us to al l ow the s tri n g  
t o  s l i de smooth l y  o n  the bri dge when ti ghten i n g i t  up . However , don ' t  make 
thi s radi us I on the front face of the bri dge . There are s ome who s ay to rub 
a s oft pen ci 1 i n  the s tri ng g rooves to rubri cate them . Th i s i s a dangerous 
thi ng to do , be ca us e  i f  the b ri dge ti ps forward i n  tuni ng , the l ubri cated 
g rooves can ' cause i t  to fl i p  o ut from unde r  the s t ri ngs . I s ugges t that 
the grooves , be l eft dry .  A p roperl y made g roove wi l l  not cause a s tri n g  to 
fray or bi nd . 

I n  fi n i s h i n� down the bri dge , l eave the edges clean an d s h a rp . Don ' t  round 
them off . �ounded edges wi l l  gi ve i t  a cl umsy l ook . The s h a rp cl ean l i nes 
wi l l  add be�uty to i t .  



Often t i mes when tone p rob l ems a y'e e n co u n te re d , the re p a i rman l ooks i n  the 
w ro n g  s p ot for' the t roubl e .  If the tone i s s 1 u g g i  s h  and " N o t  getti ng out 
o f  the i ns trurne n t "  it coul d be t h a t  t h e  bri dge i s  too th i ck .  But I h ave 
often fo und a b ri dge to be cracked and hel d toge t h e r  on l y  by the p res s u re of 
the s t ri n g s . On ce the s tri n g  p res s u re was �e l e ased , the b ri dge fel l apart 
i n  two p i e ces . T h i s  crack i n g  can be caused e as i l y  by s trai g h te n i n g  the 
b ri dge when i t  t i ps fo rward a n d  us i ng too mllch IImus cl e "  to do i t .  I f  i n  
s t rai gh ten i n g ,  you fi n d  i t  i s  di ffi t u l t to d o , d rop the s tri n g  ten s i on a 
b i t .  Bette r  to re tune th an re b ri dge . Un the other h a n d ,  y o u  wi l l  come 
u pon v i ol i n s whose tone i s  s h ri l l  a n d  h a rs h . As o ften h a ppens , these 
i n s trumen ts w i l l  be fo u n d  to h a ve th i n  tops . I t  wi l l  r ay to fi rs t  try a 
h e a v i e r  and s ofte r  b ri dge i n  o rder to s l ow i t  down a n d  mute i t  a b i t .  
A l w ays , when you are con fro n te d  w i th ton e  p rob l ems , check the b ri dge fi rs t .  
I t  i s  ri g h t  there i n  the o pen � e asy to get a t  and may s o l ve the p robl em 
ri g h t  aw ay . 

When you s e t  a b r i dge after fi n i s h i ng the cutti n g , you mus t cons i de r  the 
s ou n d  po s t . The pos t mus t be adj us te d to the b ri dge and i f  it i s  too 
h a rd , too l on g , too s h o rt , too t h i c k or too t h i n ;  i t  mus t  be re p l a ce d . 
When t h ey are p rope rl y adj us ted to e ach othe r ,  one ru l e  s h o u l d be adhered 
to a n d  that i s ; IIN E VE R  t() VE A POST O R  B ld DGE UN L ESS I T  IS ABSOLUTELY 
N E CESSARY " .  I h a ve p ut t h a t  i r, capi tal s ,  s o  t h a t  i t  may s ti c k i n  y o u r  
mi nd . I k n ow of v i o l i ns t h a t  h a ve h a d  t h e i r pos t a n d  b ri dge i n  p l ace fo r 
20 ye ars and bel i eve me , i t  w o u l d be wo rth y o u r  h e ad i f  y o u  s h o u l d l e t t h e  
owne rs s e e  y o u  wi t h  a p o s  t s e tte r i n  y o u r  ' l an d . E a ch t i  me a pos t o r  a 
b ri dge i s  moved ,. the wh o l e  vi o l i n  h as to g e t  re a dj u s te d . I f  for s ome 
re as on you m�s t  take the bri dge off , s ay for i ns pecti on , use a b �i dge j a ck 
to a s s u re t h a t  you get i t  b ack i n  the exact pos i t i o n  i t  came from a n d  to be 
s ure t h at the pos t does not fa ! l . S ome mak e rs use an o l d bri dge to p ro p  up 
the s tri n g s , b u t  th i s  i s  a mak e s h i ft affai r ,  when a j ack s e l l s  for s o  l i tt l � 
a n d  i s  mo re effi ci e n t .  I t  i s  a try i n g  th i ng t o  attempt to con v i n ce s ome 
p l aye rs o f  th i s  ru l e  of l eavi ng the pos t and b ri dge al one , because they are 
con s tan t l y  a ttemp t i n g  to get a better tone by s h i fti n g  the pos t a n d  bri dge 
a ro �n d . Of cours e , the poor vi o l i n  never g e ts a ch a n ce to s e ttl e down a n d  
come i n to i ts own be fore the s e  fel l ows a re a t  i t  aga i n  wi th a pos t s e tte r ,  
tap� i n g  away try i n g  t o  get i t  ; n  a better s p ot . I f  t h i s i s n ' t  s uc ces s ful , 
they h a u l  o ut a fi s tfu l l o f  o l d  b ri dges and s tart swi tch i n g from one to 
anothe r .  Murde r , that ' s  wh a t i t  i s ! ! !  To tone . But , I am s u re th at t h e re 
a re a l ut of peop l e w h o  wi l l  di s agree wi t h  th i s . I k n ow s ome w h o  wi l l  
d i s agree wi th any th i n g s a i d about a b ri dge . 

One t h i  n g  more . Y o u  wi n n o t i  ce t h at I h a ve 1 e ft o ff the h e art o f  t h e  
b ri dge a n d  n o t  men ti o n e d  i t .  I h ave done s o  for

�
a p urpo�e ,  that be � n g  that 

I don ' t  know anyth i n g  about i t .  I h ave s pe n t  a l ot of tl me attemp t l n g  t o  fi n d  
s ome re l ati o n s h i p  .of th i s  a r e a  to others , b ut as yet , h ave not b e e n  s uc ce s s ful . 
T h e s e  a re as v ary q ui te a b i t  i n  des i g n , s o  i f  a ny o f  �ou �e l l ows h a ve

. 
any 

i de a  of why the h e a rt i s  s h aped as i t  i s , e t c . I WOU l d  l l ke to know I t .  

Th i s  h as been the toughes t arti cl e t h a t  I h a ve yet wri tten fo r the J o u�n a l . 
I f  a t  t i mes i t  i s  n o t  e xact ly cl e a r  i n  the tex t ,  p l ease s tu dy the draw l n g  
and a b l a n k . The b e s t  th i n g  I c a n  s ay a b o ut any w ri te r i s  t h a t  h e  made me 
t h i n k . I h op e  th i s  wi l l  :0 the s ame for s ome of you fe l l ows . 

BEN F ,  HARRI SON 
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,lus t � f ew qf t h e  many adver t is emen t s  t h a t  w e r e  cont r ac t ed for 
appear i n  I t h is i s s ue . ' They were pr i nt e d  b e f ore t h e ,  l a t es t  changes 
in pos tal l r a t es o r  they wou ld not b e  here ei t h e r .  For the t iwe 
being , no d is p lay adve r t is i ng wi l l  be used in f u ture issues o f  t�e 
J f:.u r na 1  I There are s everal poin t s w h i ch m,ls t b e  c 1 �Clred u p  \{ i th 
the P os t 9 f f i c e , I n t erna l Reve nue , 3nd t he adv er t is e r s . I f  � l l  
t h e  adv er t is e rs o r  p o t en t j a l adv e r t is e rs , b o th p � i d  and unpa�Q 
w i l l  t � ke t h e  t ime t o  w r i t e  t o  me ,  w e  wi l l  tri to , resolve s om e  
p f t h e  

'
problems . F o r  the presen t ,  n o  d i � p lay adve r t i s ing i s  , __ , 

p l anned . I f e e l  t h e  b e s t way �s t o  have a s e c t ion of names �nd \ �  a1d re !'i s e s  , o f  Peop l e  and com-pan ies wi l l i ng t o  send a catalog u e  o r , \ �  
l is t  t o  mfTmbers who reques t t hem f o r a m in imum C Qs t to t h e  adver t is e rs t�

_ and t
, 

h e  J �urnal ,",on ' t  have t o  p ay t h e  in cre(;ls ed pos tal r a t es for a "\:.1;, 
la rge 4 is. lay adver t i s ing s e c t ion .  Wla t  d o  you t h i nk? . , I 
I f  you hate any ideas , p l eas e ,wr i t e  and , t e l l  llle .  1 am n o t  'a mind � read�r . The main e f f o r t  s h o u l d  b e  a imQd a t  he l p ing the mak� r r� ' -
wi t h  i n f o fll)a li o n  on ,,,h er e t o  b uy and i f  in t h e  p roces s :it h e IRS I � 
memb ers t o  �el 1 t h� i r  p roduct s ,  the Journal and s u b5equ� n t ly a l l  t h e  ' I ,� 
assoc i a t ion w i l l  b en e f i t .  Hy mai n  e f for t is t o  g e t  out a Journal and "'

'''.. 
'. 

h av e  S om e  t ime le f t  ove r t o  w r i t e  an a r t icle o r  t�"o on h ow t o  ......... 
v;lcnis h f :hl q les . i rS ';�� It 

H 



PROF . G IOACCHINO PASQUALINI, President of A " N , L . A. 
(Na tional Association of Ital i an Luthiers) 

Editors ' note: This article by Mrs. White was transbted from an Ital ian newspaper at Don 's request. 

In the J an. Feb. issue of the Viol in  M akers J ournal 
we referred briet1y to an event of the gr('atest interest to all 
It;]lian l llth i ers, artists and mus icologists, and to lntlliers 
a 11 over the world. This event was the preseritation last 
f,Wl l m e r  by D r. Gioacchino Pasqualini of his priceless 
col l ection of antique and modem mus i c a l  instruments to 
t he "A ccadem ia di Santa C e cilia" (St. C e c i l i a  Academy, 
Rom e ,  Italy). T hi s  m a gnificent gift \Va s made by Dr. 
Pasqllalini in honor of  his only ,on , '  a fi�(.! ,  highly gifted 
boy of brilliant promise, who died sudderili and tragically 
in his teens. 

Photographs were taken of the collection as it was 
arranged in the home of Prof. Pa squ<,.lin i in Piceno, Italy, 
in his " Instrument Studio" on the day it was presented to 
the Academy. 

The collection was later moved, along with some 
of the furniture and cabin ets, to St. Cecilia 's Academy, 
and now form_s In important section in the Academy 
museum. 

M .  o. B�stini, president of the Academy, wrote a 
long l etter to Dr. Pasqualini,  expressing the gratitude of 
this importa nt-musical institution for so generous a gift, 
The full text Of this l.etter appeared recently in 
"L 'Artigianato' D ' Italia. 1 1  In appraisal of the gift 
M .  o. Bustini said that though in the field of Arts, 
donations were not Wlcommon nor were exap:1ples of 
praise worthy endeavor. But rarely did one hear of the 
two combineq, in the gift of a colle ction that was the 
fruit of a live-time of endeavor; by one who was both a 
competent collector and a great student; and who had 
shown the greatest tenacity of purpose in g athering these 
instruments, often against great o dds. 

When I wrote to Dr. Pasqualini asking for his per-
m ission to publish the photos of his colle ction in the 
J ournal he replied promptly, and court[;ously as always, 
freely gave his consent. He said that he has always held 
the Journal and its editor, Don White, In the highest 
esteem, and would be pleased to have the p ictures with 
their descriptions i-� our �ag:uine. As can be seen from 
these pictures,  it is a real museum of musical instruments, 
antique and modern. 

From descriptions of the coilectio-n one learns that 
it comprises instruments of all ages; of all families, bowed, 
keyb,)ard and percussion ; of all nai:ionalities. It also 
incluJes over 500 bows and bridges. The instruments are 

all in a state of excellent presentation. Many of them are 
so rare as to be a h:lOst unique. By stlldyin� l' the colle ctjon 
one leams the history of the development of nlUsical 
instruments to their present form. By playing them, �ven 
the oldest, so well preserved are they that one can hear 
their original tone qualities and strength. 

The official opening of the collection took place �m 
D e c ember 3, during the Conference of the General 
Assembly of Ital iari L uthiers at Rome. - I mpressive Cere­
monies marked the occasion, attended by a distinguished 
gathering of notables including Allesandro Bussini, presi ­
dent of the Academy, Renato Fasano, music director of 
the Academy and Dr. Guiseppi Ceraili IreIH, senator. 

After the formal presentation, Prof, :Pasquaiini as 
Curator of the A c ademy Museum, conducted the guests 
around his collection with informal remarks , concerning the 
various instruments. The whole of the memorable occasion 
was televised and later shown on a number of , It alian T. V. 
programs and in moving picture houses, 

In response to my request for a short biography to 
be included with the accoWlt of his' gift, Dr. Pasqualini 
replied that he would send one as soon as possible; mean"" 
while referring me to the "Universal Dictionar-y of Violin 
and Bow Makers" for some information about him. So I 
shall quote frOm this very brief outline since Dr. Pasqualini 
has not yet sent his own biography. He must be a very 
busy man, and I did not give him nearly enough time. 

" G ioacchino Pasqualini was born at Ascoli, Piceno, 
1902. Went to Rome, 19 19. Studied violin playing at 
the Cecilia Academy. Won diploma, 1926. M ember of 
the famous Augusto orches::ra in that c ity. Professor at 
the same Academy, 1934. Made assiduous re��arch in 
electro accoustics applied to the resonance of violins. 
Author of several booklets on the subject which have been 
acc epted as authoritative by various scientific sources. " 

, These booklets have been translated into several 
l anguages. If there 2re any English translations perhaps in 
a later J ournal they could be published. They should be of 
the greatest possible interest to many of our readers, anCl 

_ perhaps prove helpful in their search for the " Perfect Tone" . 

There is little 1 can add to the above brief sketch of 
Dr. P asqualini. From our personal experience of him, we 
found him to be most generous not only in big things like 
his gift to the Academy, but in smaller gifts he presented 



to his friends. He sent us only this Christmas,  a beauti ­

fully oowld book of fine I photos on variol!:; Stlb j e c Ls,  has 

scnt several pamphlets o'f various p hotos whic ! l  app:uently 

he publishes just as gifts 1to friends. I could n a m e  other I 

, 

instances of his constant generosity. He is generous with 

his time also,  v,Titing promptly and with great courtesy, and 
a kindly man, j udging by what he says in his letters. I hope 
anoLher time we can give a little more of his history as an 

artist and a p l lysicist. 

B elow and on the following page are illustrations of the " Gobinetto armonico" (instrument room) taken on 

A ugust 1 3, 1962, the d3JY on which Dr. Pasqllalini presented his collection to the St. C ecilia Academy. 

P artial  view of the centra l and left walls 

the abov� art i cal is r epr in t ed by permi s s ion f rom the V i o l in Hakers J ournal of 
Bri t ish Columb i a  for March 1 9 6 3  pages 4 to 6 
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The Sensational New Humidifie • 

;:J 
FOR STRING. FRETTED 

AND WOODWIND 
INSTRUMENTS 

Scientific humidity sensor 
mensurements prove the DAMPIT to be IO()% effective. 

damplt provides perfect 
protection against d�mage 
from a 4J,-y atmosphere. 

damplt is scientifically 
designed, flexible and safe. 

damplt is economical, 
and easy to use. 

Use the DAMPIT regu.larly. 
Save $$ in repairs. 

Sold at leading mUBle star"" or 

may be ordered directly. 

List priced trom $8.00 to $6.96. 
FREE IIOOM HUMIDITY IHDICATOR 

WITH EACH DAIIPIT 

For descriptive circulars or further 

Information write or phone 
DAMPITS. Ine., P.O. Box 493 

Radio City Statlon, H,., Yorl! City. H. Y. 10019 
212 581·3047 

ANTON IO STRADI VARI H i s  Li fe and Work �)' 
W. Henry HI ll , Arthur F .  Hill and AlfrQ(i 81 1 :\ .  
A book e very vio lin maker should read � d  olllq . 
f�per�ack e d i t ion $3 . 00 , wi th p

.
o s t

.
age $3 .40 

Hard cover edi tion $6 . 00 wi th pos tage $6 , $0 

8 5  

· 28 EAST �SON aa..,,,� 
CHICAGO . IWNO'� • �� .. " 

' .  



G U I T A R S 

. .  :-- A .  E .  OV ERHOLT Z E R  �I#;'(i;lll 6 1 8  Orient Street 

Chico,  C alifornia 9 5 9 26 
ALS O  AVALAB LE FRmi V I TALI 

N EW 
I NSTRUMENTS 

HAND -MA D E  

Ray's 
String Shop 
COMPLETE SERVICE 

o n  
OLD OR N E W  I NSTRUMENTS . .  ' :  , 

. R aymond J, Mi l ler 
1 6 3 SOUTH STA TE STR E ET 

SA LT L A K E  CITY .  U T A H  84 1 1 1  
P I-j O N t-. 3 _. d 9 5 9 4  

),. ' • .....�.; . .. <t lI' 
S t imp o r t e d  s p r u c e , ros ewo',J d , ebony , ' and a l l  t y p e s  o f mat e,r,i�J;$ ::'�'ndi·':p.ar�s' 
gui t a r  and �· d u lcimer makin � .  ******* A l s o  h i g h  qua l i ty )<.:1. t� . : ' , , :�, ,, �;, ,,� �:--, 
s ,  b o ok , and infor.nra t ion on cons truc dng Cla s s i c , and 6 o r  i2 ·�t ring., <.> . .  ' ar ; a l s o  d u l c imer p l ans and i n f o rma t i o n ., Fin i s h e d  d u l c i.me r s · a\{a iiabii:�

·
. ,.: ;::; or a d e to order ( Ro S e\.lOo d ) , S e nd 3 5 <;  f o r  ca talog a nd d i s c o un t p r i c--es ,· " j" ·' l; ; :.'� '-' 

J O S  PH F wALLO S - 8 0 8  1 3 1 9  F S l ,  NW ,  HAS H I NGTON 1 lJ _ C .  2 0 0 0 4  * )� * * * * * * * ,� *  

d r::I n 
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S P E C I A L I Z I N G  I N  

I, L l  STR I N G  i N STR U M E NTS 

( Rare ana Contemoorary) 

P h o n e  3 6 tt -7 ()30 j 4i  E,l S :  2nd  South 

I I 
A LUTHIER' S : S CRAP B OOK r 

� S� con� Edi tion now ready �� . � I over one hu�dred p ages � .  
FULLY I LLUSTRATED ...>t-

Five DOll.;lJ p lus pos tage . 
Or d�r throu�h y our b ooks e l le r  

OR I 
the Author 1nd Pub lisher 

H . I S .  WAKE 
4�34 VOLTAIRE ST . S AN DIEGO , CA 

S a l t  la ke City ,  U t a h  8 4 1 1 1  

i � : . One a l umi n um s ol i d  S tl"ad fo rm . 

I One t h i ckness g auge . r 
One key reamel" 

. J'� I 2 e l e ctri c ri b b e n de rs · . ->-l 
I 3 s ma l l vi o l i n  p l anes . . )  

1 6  fi n e  s p ruce tops 

I,. 5 wel l fl amed ma p l e  n e ck b l ocks . 
8 wel l fl amed map l e b acks . 

� Wi l l  take $250 . 00 for l ot-wi l l  

I not s p  1 -it . DALTON SARRE LS 
i PO BOX �48 , CH I LDRESS TX 79201 
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� "fio lin B ow Making "  : WANTE D :  OL D MUS I CAL I NST RUMENTS ; 
� Hard Cover Book , Good Bindl,ng , : . REGARDLESS OF CON D I T I ON FREAKS ; I 
fI. Ex ce l�ent P aper , Many P i ctures « BOWS , O DDS , RE GULAR ,  OL D PARTS � I � Many Elxce llen t Drawings l2 lpp � TOOLS , WOO D ,  ETC . B ROKEN V I OL I NS . I � .r- . 9 x ll� $18 . 00 P l  us Pos tage � BAN D INSTRUMENTS AN D OL D MUS H ;  ·1· �\ N I : ALL K I N DS . O L D  VI OL I N  BOOKS . 
� , r-... J O H N  A BOLAN D E R  � Arne B .  L ars on "'"' I 
't{ I'Q 281 4  Al UM ROCK AV.E � � 1 fl re • 203 S o . Univers i ty S t .  � � � I SAN J OS E  CA 9 51 2 7  t Vermi l lion , SD 5 7069 . ; :J . I 
n Calif qrnia res idents add 5% t ax t '-< I 
i I • 1 
1-_� �!$ti�����_���-�Mt���!tJtS.�--��������� __ !· 

M A U R I C E  K .  BO U ETT E 
Maker of Violins, Vio Zas & Ce Uc)S--Repcdrs & Res torations I 

- - 1 - - - - - - - - - - - - - - - - - - - - -

MAY I LODGE 30 RICKMANSWORrH ROAD NORTHWOOD , MIDDLESEX 

I 8 7  ENGLAND 



To r�ceiv� yo\ir  po"t pui d  copy of 
"Hpw To Buy A Vipl in;' liend '1��lJr 

cheque or po stal mpney 'orr;ler to: I 
FRITZ R EUTER & SO N S  
M(,1 ste� viol in  mqkers & deQl er!i 
I S6 S WEST HQWARO $TR�ET. 
CH!�AGO. Hoo t/NOt S 6062�. V .S.A. 

. . . 

Mzmbu 0/ the fll(enulIioMI Soc;try of Violin ('lid B< lW Makers . 
...... __ tm., .. " 4 § �.1J .  lUll' 

, I  


	[Untitled] (10)_Page_01
	[Untitled] (10)_Page_02
	[Untitled] (10)_Page_03
	[Untitled] (10)_Page_04
	[Untitled] (10)_Page_05
	[Untitled] (10)_Page_06
	[Untitled] (10)_Page_07
	[Untitled] (10)_Page_08
	[Untitled] (10)_Page_09
	[Untitled] (10)_Page_10
	[Untitled] (11)_Page_01
	[Untitled] (11)_Page_02
	[Untitled] (11)_Page_03
	[Untitled] (11)_Page_04
	[Untitled] (11)_Page_05
	[Untitled] (11)_Page_06
	[Untitled] (11)_Page_07
	[Untitled] (11)_Page_08
	[Untitled] (11)_Page_09
	[Untitled] (11)_Page_10
	[Untitled] (12)_Page_1
	[Untitled] (12)_Page_2
	[Untitled] (12)_Page_3
	[Untitled] (12)_Page_4
	[Untitled] (12)_Page_5
	[Untitled] (12)_Page_6
	[Untitled] (12)_Page_7
	[Untitled] (12)_Page_8
	[Untitled] (13)_Page_01
	[Untitled] (13)_Page_02
	[Untitled] (13)_Page_03
	[Untitled] (13)_Page_04
	[Untitled] (13)_Page_05
	[Untitled] (13)_Page_06
	[Untitled] (13)_Page_07
	[Untitled] (13)_Page_08
	[Untitled] (13)_Page_09
	[Untitled] (13)_Page_10
	[Untitled] (13)_Page_11
	[Untitled] (13)_Page_12
	[Untitled] (9)_Page_1
	[Untitled] (9)_Page_2
	[Untitled] (9)_Page_3
	[Untitled] (9)_Page_4
	[Untitled] (9)_Page_5
	[Untitled] (9)_Page_6
	[Untitled] (9)_Page_7
	[Untitled] (9)_Page_8

